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PKETACE- 


The piirposft'^Tid ciJiaraeter of*tVis litile^book' ina;^ ];4erliaps • 
be best explained by a l)rief history of its genesis.* 
it is an urgent’ problem how best an elementary 
(Ireek ari may be made a T»art of general elas^ii^al cadtiire^ainr * 
put on terms with the study of (J\‘oek and* Tiomaj^i literature 
and history. fn order to help toward a solution o^ thi:\ 
problem, 1 publisl^nl two years ago c\ pamul^let ^n CI(fssival 
Airhawloifij in^SrhoolHy^ which has been read and considered 
by many teachers ^n Engknd and -Aiinerica. It has, however, 
been pointed (Jilt to me U at this ess;4Y, while it sets forth flie 
practical possibilities of using archaeological^ did: ? in classical 
teaching, do?s not exidain sufliidently what are the lyaiii 
y^dnciplcs of (jreek l^r'i; and what are its,relat’jc)n^s tb literature. 
This defect 1 have tried to remedy in the pfcsent work, .which 
is meant prii^cipally fiirlfien of classical training, a^pl particu- 
larly for classical teachers in schools. It is 'f^cjircely ada^vtcd 
to the capacities of ordinary schc^3lb^«5rs. J had origifially 
intended to incorporate with it the essay^ ol’ which I have 
spoken ; but •it was decided to keep that iJjiart, iji such a form 
ii‘nrt the list of apparatus couVl be at any lime brought’ up 
to date. 

Unquestionably the t,/owing use of^the Icntern iw» colleges 
and schools and* the enormous pioduction pf photographic 

i 

> 

1 Published bythe University Vnks, Oxford, with an appendix containing 
lists of archaeological books :^\d apparatus.^ p/ice, a sbyiing. 
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slides to illustrate every part of ^ancient geography, topo- 
grapher, aiid archaeology have entirely altered in recent years 
the whole conditions of. tl^e. study of archaeolt^gy,. especially 
jn its eldinentary foriiu It* is now possible, at a trilling cosfj* 
to .bring' vividly before ‘the eye§ and the -niinds of students 
everything that remains i of ancidiit Greece and Koine. Ihit 
a greater iffipulty sitill rein4»ins to be met. dyiiciilty lies 

in undfh*standing what these things mean, what they toacl^ us, 
iiui hoVr they may help us in jireserving throjir^h the present 
to future generutiQus something of the treasures d¥ beauty, 
health in es&.;, ami. wisdom Which have been becpieathed to us 
by the great nations of antiquity. ' , 

In order' tha^ we may understand wh»it we sec, ccy^iain 
• (1 

principles of history, of art, of psychology, h/ive to become 
familiar to ijs. What tin. more im 2 )ortanl )f these i)rin(;i]>Jes 

t ' ' • * 

are 1, have tried to set f^^rtli in these pages. The attempt is 
a ^ somewhat novel tne, though some archaeologists, in par- 
ticular I^rofessors Lange, liciwy, and Kobcrt, ‘have formed 
paths w’hu'h nay be followed. Dpubtle&s others before loivj 
..wdll proceed further on these paths. 

• I should be sorry if it were for a moment supposed tha{ 
any attempt 7Vj».o jnade in «a little book like this to enable 
teachers who have nbt themselves had any practice or train- 
ing in the study of Greek^art to p\e such training to pupils. 
Archaeology, *like e^ery other branch of knowledge, must be 
laboriously and methodically stu4ied before it can be tatfj^'ttt 
to any purpotrf?. And it can no more be leained from the 
mc’-e pei’^sal of ebooks, than can geoiogy or natural history. 
Eye and mind alike haVe to submit to divocipline. If my 
chapters tend to produce in classical teachers .Mie semblance 
of^ arohaeol^'gica^ kno^’edge without •^ts substance, they will 
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do no goftd. But Ihis diipciilty attaches to all works of the 

kind. I am in hopes that it may be possible at* all events 

to persuade ^jome of those responsible for classieab le'acdiiiig 

.ill our schools to make such aiTangemehJs that‘%boys may 

have a (diance hearing s(5iflething about, aiisient. art*, front 

component iiisti-nctors. A#d I /II jj ill* hopes that k general* 

interest in tl^e subject may bft Jiiore widely *spr*^^d among', 

those who have no intention of becoming sjJbciali.^s or iiV 

structors. *^^holher these hopes are doomed to djsappfpAt- 

ment, tiim^ must show. But it is certain tluy;4here has kriseiV 

in some (juarters a disi>osition to «vefcomc *ex^)eiiiijents iji this 
• • ^ 

(lireetion. Su^h an ex])e¥iment is before the reader. 

The illiistrati(^is in the texr air of a variil‘d eharaeter. 

• ’V 

Each of tliei^i was chosen, •not for its own sake, but To illus- 
trate some {frmitmatkal point in archaeology. 1 have had to 
borrow from 'many sources. In iip>st cases J have askv^d r. . 
permission, which has been readily gi;ant('d», \f in some in- 
staiKies 1 Lave omi^.ed making application for jierntlssion, I 
^hojie that tins mtiy IX^ pardoned, in view of the full ^-eterciiftes 
to sources given in every case. 

My brother, ProhijsscA'* Ernest (Gardner, has been ^^bod 'enough 
to read my jiroofs. 

PERCY GARDNER. 

Oxford, 

(January^ 1905. 
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ClIArTER I 

INTRODUCTORY ; GENERAL ClfARACTER OP GREEK A'RT 

'f 

Just as the poAry ami prose of tl^e Greeks^ is^express^ed in a 
I)articular language, the ^Yor^ls and ^he grammar of \Vliiijh must 
be studied by those who would understand the literature, so 
wo 4 ik{*of (rreek painting and soul pture also are composed in 
what may be called a particular artistic language.^ The words 
of Unit language ard the strokes of the V^’ush and the chisel ; 
but these are put together in order to *embody^G\‘cek ideas* in 
ways which are distinctive and not like those adopted hy^ any, 
other people ; certainly unlike those of modern art. The obje,ct 
the present ^'ork is ix) set forth, as simihy and (iir«>Ctly as 
^tessible, what these ways are ; to define, in fg.ct, the grammar 
of Greek art, and so render more intelligible the of , 

painting and ‘sculpture which have come dovyii^to us fron?? 
Hellenic antiquity. 

Although the problem before us is one which can only be 
solved by a qjose and long-continiied ex^ininatiorl of tl>e 
monuments of Greek art, yet is ^it bottom,, psychological. 
We fcave to determine the laws accordi^^ to which the mind, 
the taste, the hand of the ai^is^*, 'ux)rked. W® sjieaking of 
a generalized or ideal process. It wilj not, oj-hqurse, be sup* 
posed that a sculpiior or painter, before he §et about his.ji^ork, 
consciously or ^liBerately thought out the lines^ on which^he 
1 Welcker calls it a l^ich^spraob^, Alee Det^pialer, ^ilL, ^ 

B 1 
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should proceed. He went by th^ ti-aditions of th'e craft, the 
custpRis of a school. But his unconscious process can be 
brought put in regular and methodical form ; jfcncl this is what 
. I propose to do. In precisely the same way those who have 
aiever learned grammar may speak their cwn language grain- 
lUatically enough. Uncpnsciousl^ they follow laws of usage 
which have' beer laid dc^\^n by the practice of generations. 
The grammarian can discover and set forth th(^e laws, the 
' ai'-ateinent of which, though less necessary to those who speak 
tMir mother tongue, is quite indispensable tc those who have 
to learri the language a^ one foreign to them. 

To the aJccidence of a lai,guage we may compare the simple 
laws of relation to material, of relation to space, of balance 
and proportion, which are unconsciously observed by the tJv^ek 
artists. To the syntax of a language we n^ay com})are the 
relation of scone to p'^ene, of picture to myth and to literature, 
of 4-ciilpture and coin to history. And art as a whole we may 
plac(^ beside the poetry and philosophy of Greece as a parallel 
manifestation of the genius of the race, in some directions 
**even clearer and more illuminating miinifestation. 

We start from the purpose of the Greek artist to produced 
.statiie, or to paint a scene of Greek mythology. Whence this 
p^irpose came, ye cannot always see. It may have come, at the 
iowdst, from a commercial demand, or from desire to exercise 
talent, or from a wish to h onour the gods. This purpose works 
from within outw?*rd, and meets with controlling conditions, 
according to which its outward '■./orking is directed, condit^ipns 
partly belonging to *he materials employed,, partly t(f ' the 
artistic custdnis and traditions of the age, partly to the person- 
ality oHhe aFtfij^t himself, and partly to the city or the^raee to 
whioh he beloj.gs. ^ 

In its higher branches grammar touches*^ psychology, and I 
, ^hall Zkcii-cltogother tlie psychobgyand the philosophy of 
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tent with the mere appearan8e, but is ever working back, to the 
idea, is, in fact, as idealistic as the Platonic philosophy itself. 
In fact, idealism in art can best be .justified by^ appUcation 
of the language of the philosophy of Plato. It is bajed on the . 
desire to realize those divine ideas which hav^ since tUe time of • 
Plato been spoken of in many schools* af philosophy^ 

In some of his work syi such as the Symposiiihi^ PlaJ:o s^i^ks 
of art in a somewhat different tone. So fine a stylist could-noU 
be wholly indifferent to poetry; and in some places Plato* 
speaks of the poet as an inspired madman. he scarcely 

extends this semi-toltration from peltry to th^ plastic' arts. 
In the Laws,^ the •Athenian ^stranger, evidently with Plato's 
api^robation, speaks admiringly of the art of Egypt because it 
is stationary and fixed. That Plato should prefer the mummed 
art of Egypt to the inavvellous works o^his own great contem- 
, poraries in Gre^e is a fact which stimulates reflection. After 
this, the less said of him as an art critic the better. WitTi 
Plato began the feud between the moralist and the ai’tist which • 
is likely to be eternal. 


Aristotle was far broigde^ and more universal *in his sym- 
pathies than his predecessor. Looking on all ^l^g»with clear 
and steadfast eyes, he may be saicl to*have ranged in pigeon- 
holes the residts of Greek thinking up to his time. His 
PocticH is an attempt to frame a theory ^r phMosophyof poetr^ 
and flue art. But he does not seem to have known much 
about fainting Snd sculpture ; he takes pfletry in general, the 
epic and the drama of the Attit tragedians in particular, gis the 
ptype of art. No doubt most moderns would agree with him 
that poetry is the highest and noblest of the art% But^liat 
fact does not make it fairly tyjiical erf thwj rest ; in f^t, it 

1 p. 657.* 
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differs in so many and so striking ways from plastic art that 
only the most general propositions can be trup of both. The 
Greek draina^ k is true, was a very clearly defined form pf 
poetry, a kind which was regulated by most exact laws, and 
■ was written not be read, but only to be exhibited on the 
stage to the,.eyds and ea^^‘of an audience, much in the fashion 
of a^ peliefi. The Greek drama was thtts f j.r»nearer to plastic 
^aft't tiian is the 'modern drama. It is a pity that modern 
writers have been led by the authority of Aristotle to take the 
drama as the^ typical aji't, as they have been in soifle respects 
misled by this^ selection. 

On the whole, Aristotle’s observations on sculpture and paint- 
ing are slight and general. But his view is in the main the true 
one\ and some of the distinctions which he draws arc very helpful 
to us in the discussion of the principles of Greek mimetic ait. 

^To begin with, though Aristotle regards 'sculpture and 
painting mimetic, imitative arts, he does not fall into 
'Plato’s mistake of therefore despising’ them. For he realizes 
that when they imitate nature, what they imitate is not mere 
outward appearances, but the ideal which those appearances, 
partiy^conceal and partly reveal. " JS'ature in Aristotle,” writes 
Mr. Butbher,^^ is not the outward world of created things ; it 
is the creative the.prodpctive principle, of the Universe.” 
For example, he observes of portrait painters^ that ‘Hhey, 
while reproducing the distinctive form of the original, make a 
likei^ess wIkcIi is ^rue te life and yet more Beautiful.” This 
reminds us of Denneker’s saying in regard to the figures in the 
ParthenoiLPediments, “they are as if modelleS on nature, yet 
I have never had the good fortune to see such nature.” 

We may thus claim Aristotle as setting forth the true view 
of GrVek art.*' Professor Butcher observes * thsjt to him “ a work 

^ o • 

^ Poetim, XV., 8. Butcher’s transVatioii. 

2 Ari8totle*8 theory of Poetry and I^ine Arif pp. 153, 154. 
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of art is an idealized representation of human life — of charac- 
ter, emotion, aqtion — under forms manifest to sense.” ‘'Imi- 
tation, so understood, is a creative act It is the expression of 
the concrete thing under an image which answers to its t/ru-e 
idea. To seize the universal, and to reproduce it in simple 
and sensuous form, is not to reflect*a realit^*already faaniliar 
through sen^e p^iyepfions ; rather it is a rivalry ef nature, a 
completion of her unfulfilled purposes, a correction of hfet 
failures.” 

Aristotife says that “the objects of ^imitaticuT are men in a 
state of activity ; ” ^ but this is exaggeration, unless mere 
existence be reggfrded as ah activity: indeed, repose, whether 
momentary or lengthened, is a favourite motive of Greek art. 
And early Greqji art, though it loves action, does not^ove 
strained or violenf^ action. Aristotle also observes, in the 
same passage* that painters depict men as either letter ^or 
worse than they are, or on their aotual level, Tftis of course 
as it stands is a truismP; but caricature is almost unkno\?n in 
Greek art. Even the commonplace in Greek hand§ ceas^ to he 
trivihl, and almost always men are depicted ag. l?etter than they 
are. 

It is a saying found in Athenaeus ® that early*sculpture is a 
record or relic of dancing (ppxv^f^)' This s6eitts*fb us a i)arar 
dox, since Greek statues are usually *n simple and unstrained 
attitudes. In order to understand it, we must consider that t]^e 
dancing of the l/reeks was largely ma4e up of significant ^oses 
and "’postures; it included not only violent motions, but any 
which had a rliythmical character, whether of ar|ne* bqdy, or 
legs. With them any emotion could be represerPted in cfencing, 
and statues which qjnbodied those emotTons might well seem like 
a petrifaction oj di^ncers. Even athletes in Grdfece did tlieir 

1 Po^icsfW.^ 1 

. 2 Deip7i0ophi^tae, XIV., p. G2lS^^ 
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exerpises'to the sound of the flute, thus imparting to them what 
may fairly be called a musical chai‘acter. 


There are certain phrases and contrasts mostly found in 
Aristotle’s which bfecome a sort of stock in trade to 

■subsequent * writers, sucli contrasts as that, between the art 
'^yhich* ennobles aild the art which traduces, between ethical 
aKd pathetic art, between harmony and rhythm, and the like. 
It will be worth*,wbile tp briefly examine these formulae. We 
will begin withihe contrast of symmetry and rhythm. 

Symmetry ((rv/xficrpLa) is properly the proportion of one part of 
the body as measured against another. Several of the great 
sculjicors of Greece held, as Leonardo da Yjnci held later, 
that certain proportions, are so beautifuls that they should 
always be, within certain limits, preserved — the proportion of 
the height of the head or the length of the foot to the whole 
statute, and the length of parts of the head or the body to 
other ^arts. ^ We know from observation with what remark- 
able care and minuteness the Greeks reg^ilated the proportions 
of coluhins and other members of their temples. They had 
a strong * tendency toward introducing, simple mathematical 
relations, which may perhaps have been but a human render- 
ing of the tendency in nature toward simple curves and pleasing 
proportions. It was quite natural that they should transfer 
this tendency from architecture to sculpture. 

Of symmetry in the strict sense, the mathematical propor- 
tion of part^to part, we have a remarkable example in the Man 
with a Spear, the Doryphorus, o^ Polycleitus. Of this work 
ancient writers tell us that it embodied in a work of art the 

. t 

views bf Poly deitus as to the due proportions^ of the human 
body, cn which he also wrote a treatise, as did Leonardo da 
Vinci, and we are fortunate enough ^o have extant copies of 
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this historic type of syiflmetry, the best of which is in the 
Museum of Naples: This happens conveniently to be two 
metres, six feet eight inches, in, height, and^it has ^naturally 
been submitted to very detailed measurements. It has been 
found that the length of the foot is .38 ipetre, or^one-sixth of * 
the height, and the height of theJGaee .20 m^tre, or one^enth 
of the height. Gpillaume has carried tlie analysis^arther. 
He cites ‘ a* passage of the great physician .Galen, which runs 
as follows: ^Chrysippus thinks that l>eauty resides in tlie 
in’oportion of the limbs, that is, in the relation of finger to 
finger, of the fingejs together to the {)alm*ani wrist, of these 
parts to the lowQr arm, of ^lie lowA* arm to the upper arm, and 
of the limbs to one another, as it is written in the canon of 
Polycleitus.” Comparing with this statement the actual, facts 
of the statue, Itl. ^ruillaume finds that the palm, that is, the 
breadth of the hand at the roots of tlie fingers, doCfe serve as a 
common measure of its proportions. This palm^s one-thirfl of 
the length of the foot, one-sixth of the length of the lowgr leg, 
one-sixth of the length of the thigh, one-sixth of the length 
frojn navel to ear, and so forth. 

This is a mere outward and superficial' symmetr^j. But 
the term is afterwards iiSed more generally to expregs grace of 
outline in repose. 

The term rhythm is less easy •to interpret. Brunn held that 
as symmetry was the relation of part to fiart when at rest, so 
rhythm was tU® correspondence of part to jart when in motion. 
Tlie simplest instance of rhythm in the human body iS® found 
in the fact that when in walking the right foot is advanced, the 
left arm moves naturally with it, and so balance fs*p^served. 
The Discobolus of Myron (Fig. 13) wqpld be a typical example of 

1 E. Gnillaumei 6tudp,s d* Art antique ftt moderney Paris, 1888. Rayet, 
Monuments de VArt antique No. 29. Compare ^alen, De plac§ Hipp, et 
Plat., 6. ' ‘ • 
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the rhythm of balance. It has, hoM^ver, been pointed out^ that 
in use the word has a wider meaning, being applied to clothes, 
a cup, letters. The application of the term to ^bcffance and car 
dence in music and poetry is familiar to us : in sculpture it is 
. how only used by analogy. It would seem that rhythm implies 
mov.ement, regujar and hfilanced; but that movement may be 
suniFied up' ill a* sculptured* or painted, figurp, or it may take 
j)lace ' in the eye find mind of the spectator as he passes from 
'point to point in any production of nature cfr work of art. 
§X>i^ays of a tuee are rhythmical, both because they actually put 
out a leaf firstcon'one ^ide^and then on tl:|^ other, and because 
they lead on the eye in s! rhythnjical manner. Pediments of 
Greek temples are rhythmical when the eye passes from figure 
to figure with a certain cadence ; and it is evident, as we shall 
see in a future chapter, that pediments and reliefs were planned 
with a vieSv to this effect. * 


Another contrast on which Greek critics dwell is that between 
etiios and pathos. They tell i\s .that the great schools 

of art jn the fifth century, the painters Polygnotus and Micon, 
the sculpjjors Pheidias and Polycleiths, appeared to later ages 
to be prcdoininantly ethical ; but that when we come to the 
artists of the fourth centVy? the painters Zeuxis and Apelles, 
the sculptors Praxiteles and Scopas, this ethical character gives 
way to pathos. E^os in men is that which ia permanent and 
essential, the underlying foundations of a man’s nature as in- 
herited by him from his ancestors, and as modified b^ the 
course •of his life and action. A\l ethical portrait shows us a 
man as he lives^n the w<2rld of ideas, apart from any changing 
appearances Rising from the particular tiihe of life at which 
he is portrayed, the precise state of his health, *br the impulses 
^ ‘ 1 E. A. Gardue^, Handbook of Greei Scvipturct I., p. 248. 
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which are at the moment ADininant. In this permanent ethical 
aspect men may be ^od or bad, but the great art of Greece 
usually depicts only what is good ; it looks on the better side 
of things, and sees rather the best that men might attain to 
than the worst to which they might fall. At the same tim'e, 
it must be allowed that the Greelj^physical ideal was.inore 
fleshly than could b^ accepted by any nation \fhose ought 
and belief had been moulded by Christianity. Greek religion 
and morality*aiined rather at . the mean than the extreme, and 
asceticisHi had no part in them. 

The ethos, whic^j. is character, will* evidhii^y be differently 
represented in different schools. • In Greece there were two 
main conceptions of it. The Argive and Dorian artists were, 
in type, athletic rather than religious or intellectual ; thus the 
ethos represen^ed^in such works of art as the Doryphorus, and 
still more in 4Bome of the portraits of Tboy-victors by/Polycleitus, 
is indeed thoroughly Greek, representing a disjjosition aUoiie 
with itself and with nature, but stands far from the restless 
intelligence of Athens# In the Ionian school we have a somc- 
wl]t^t different tendency. The great painty Tolygi^otus,' of 
whom ancient critics speak as predominant)!^ ethical, is known 
to us from the detailed tlescriptions of his paintings left us by 
the traveller Pausanias,^ whence we can judge* that they were 
pervaded by a delightful gentl#nes^’of senfcment and repose of 
treatment. In the works of Pheidias, also a great ethical 
sculptor, we.r^ay trace a broader and moi^ variec^ renderi^jg of 
character. In the Parthenon frieze we have the gentle order- 
liiftss of P^lygnotus. But in the most noted works of the 
Master, the Zeus of Olynf^ia, and the Athena *Bartiienos of 
Athens, we may discern a highei^ strain. *These works em- 
bodied to the Greek mind the highest qualities of the ^ivine 

^ Restored con jectarally by Processor Robert f repeated in Fr|zer*s Paw» 
daniast Vol. V. See cb«9. 
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beings portrayed. Quintilian says that they added something 
to th^e received religion ; what this means we shall consider in 
chapter VIl. 

The pathetic schools of sculpture and painting were scarcely 
less ideal than were the ethical — the Greek never gave up his 
search for the type — bu>. yet they aimed less at what was per- 
manai.t in the figures which they produced, and ventured to 
attempt the rendering of more transitory action and feeling. 
*We find a preparation for the pathetic school t/f sculpture in 
tliea-einark of Socrates to the sculptor Cliton, that the^affections 
of the soul, Ta.V^9 €pya, may be indicated in sculpture. 

The fighting warriors of Scopas are as noble in form as the 
athletes of Tolycleitus, but they surj)ass them in expressive- 
ness^; alike in face and attitude, they freely embody the expres- 
sion of “ the delights and the horrors of war.’'^^ The Hermes, 
the Aphr<>dite, and the Satyrs of Praxiteles do not embody 
active pathos or passion, but a gentle contemplative attitude, a 
pathos of repose. Later, in the age after Alexander, we have 
pathos of a more modern kind, free ^presentations of strong 
eiilotian of aA kinds, though even then Greek sculpture i\ever 
loses its innate n^ibility, or sinks to a level which can be called 
vulgar. One may fairly say that if idealizes even vulgarity 
itself. For example, in the Pahice of the Conservators at Rome 
there are two" noteworthy^ statues of the Hellenistic age,® one 
representing an old fisherman, the other an old shepherdess. 
]^Qth are ugly and wrinkled, and the folds oi their skin are 
portrayed with wonderful fidelity to life. At first sight they 
seem mere transcripts from sordid actuality. Yet, on a closer 
study, oner Sees how marvel lously^ they embody the idea of a 
life of hardship ^passed in battling with wind and storm ; and 

1 Perhaps Arisiotle would have regaled Scopas* warriATs as belonging to 

the class of rathoi than that of Td^. 

2 In Biunu*s series, Pb 3y3. ’ 
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they are found, after all, tb have an underlying idealism which 
one would not always find in a modem rendering of the^same 
subjects. Their character, if oup may use a^modern, compari- 
son, is of the school of Dickens rather than of that of the Police 
Gazette. Dickens has also, by some critics, been called a' 
realist ; if he had been a realist, he*«vould npver have been so 
fascinating a writer. , ^ * 

I shall not pass on to consider the views of the later^ Greek 
critics of art, “some of which are preserved to us by Pliny and 
Quintilian, or remain in their original connection, as in the 
writings of Luciai\.; for these vieyrs bear ui>»n the works of 
particular artists, and can only be satisfactorily discussed when 
the productions of these artists are un^er consideration.^ One 
may say generally that whereas the facts preserved for 41s by 
ancient writers on^ art are valuable, their opinions are not of 
great importance. Lucian alone strikes us as having some- 
thing of the eye of a connoisseur, the power^^ of analyzing 
statue or painting, ancUseeing its good and bad x)oints. 

1 Mr. Stuart Jones’ Ancient Writers on Greek Sculpture j^ives tliP,iiiost*jVn- 
portant texts ; Overbeek’S Schri/tquellen and Sellers’ Plinu's Chanters on 
Jie History of Art are more complete. 
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ARCHITECTURT5 

In dealing ^ith the principles of Greek art, it ii^ necessary 
to begin with •architecture, and imrticul airly with the temple.^ 
The teini)le, with the image of the*deity which it enclosed, was 
a unity, including the test results of all the arts — architecture, 
sculpture, ])ainting, music, poetry. An examination of its 
character takes us straight to the heart ofi Greek religion and 
art, and iideed of Greek civilization. 

•llefore e^mining tlie purposes and the structural ideas of 
•the ^emple, it may be well to speah^ briefly of the external 
conditions under which it was evolved! 

^ t 

h\itkence of untry and race. In the j[?onstruction of medern 
cities *and of gi^at buildings little influence of the natural 
features /)f tl^e surrounding landscape is to be observed. In 
this nature receded and man is predominant. The same 
thing is in a great degree«fcrud of the vast palaces and temxdes 
of Babylon and Egypt, built in great plains, and making, as 

it^’ere, a world indepencjent of them. But in«Greece and Asia 
• * . 

1 It is.iiot easy to refer beginners to works on Greek architecture. There is 
no satisfactory work in English from the present x>oiiit o^view. Anaerson 
and Spisrs’wG^'^A; and Roman jirchitectfh^ gives facts rather than principles. 
The gredi; Germantworks of Botticher, Uhde, Puchstein, and others are for 
specialists only. The best boo^s for the general student are vol. vii of Pcrrot 
andi^Chipiez* L'Avt dans V Antiquity ^ A. Choisy's Hisfoire de V Architecture ^ 
vol. i, and E. Bofltmy's Philosophic de 1^ Architecture Grice. The last is in 
its way admirable; full 9t brilliant suggestiops> 1 am greatly indebted to it 
in^his chapter. * 
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Minor nature is more pronlinent and insistent ; the whole coun- 
try is made up of rugged mountains divided by narrow valleys 
and little plains. The works of man occupy but a sn^all space 
in any Greek landscape. And the Greek himself, with won- 
derfully keen senses and profound apx^r^ciation ^of his Sur- 
roundings, would be instinctively, ii not coiisciously, averse 
from introducing intp the landscape what* would be ^ut of 
harmony w\th its* lines. Among Swiss mountains to-tlay one 
may notice the same clear adaptation of building to surround- 
ings ; the chalet almost seems a natural feature of the view. 
Any one who has yisited a partiaUy preserv^ Greek temple 
amid its natural surroundings, *the tem|)le at Phigaleia, 
those of Paestum, that of Segesta, will realize how fatal it 
would be to remove these buildings into a landscape «of a 
different kind. Tp local influences are largely due the small- 
ness of Greek temples, the rigid lines of their construction, 
their close dependence upon stone and marble ^s materifCls. 

Even more clearly st^amped upon all Greek buildings^thaR 
the influence of place is the influence of the character of the 
Gre^k race. M. Pouting has emphasized withggfeat feftee the 
fact that the Greek temple could only havb arisen among a 
race in which the senses '^ere extremely acute and a^itive, and 
the mind of a very clear and logical order. ^It is^ triumph of 
the senses and the intellect, ^n every part inviting close 
examination, and in every part showing definite purpose and 
design. When* we examine its parts in Retail, we find the 
principles of reason dominating them all. Herein ag^n we 
mayreontrast *t with the religious buildings of the Tigris and 
the Kile, where so much is^ vague and suggestive,* ^ much 
traditional and instinctive. The Gre^k was ever predominantly 
a rationalist and ^ observer. 

But though i^ligion in Greece did not take the same domi- 
nant and overpowering position which if took in the great 
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empires of the East, yet the Gredk of early times was in his 
way tiioroughly religious. But in place of a vague awe in the 
presence of the unseen, he introduced the tendency to vividly 
personify the powers of nature, to make them objective and 
definite by means of poetry, of art, and of music. The aston- 
ishing humanil^ which# prevails in the Homeric Olympus is 
refleofeed in evety part of ^he world ^f Greek art. As time 
went*on the gods were moulded ever more* and nfore after the 
fashion of a refined and beautified humanity, until they came 
near to iilie human level, and men in ceasing ^o look up 
to them ceas^l to believe in them, am} fell back upon the 
superstition of the pre-Hbllenic ^ges and races, or upon the 
reasoned theism of the philosophers. The whole beauty and 
all .the history of Greek art belongs to the great national 
movement which created an Olympus rem|ir5able not for sub- 
limity aitd awfulness \)ut for human interest and aesthetic 
charm. 

I T^ie temple was invented or grew^ up at a time when the 
gods had been thoroughly humanized. The god, or his 
accepted suAqgate, the image, dwelt* in*a temple as th<^ king 
dwelt, in his hall, or megaron, and the forms of the temple 
repeat, ip the main, but in an enlarged and beautified manner, the 
forms of tl^e palace. But when the temple arose, it is quite 
clear that the T)elief in tbe ^ds had not begun to decay, that 
there was nothing of the familiarity akin to contempt with 
which artists an^. poets in the fourth century treated the 
deitibs of Olympus. Never would vast sums have been 
expended, and infinite pains taken, to provide abod^ for 
deitiee^v/^o«were not regarded a^ in close relations with man, 
and a present help in tiq^es of trouble. The rationalism of the 
XJhjlosopherSj and the spread of Oriental edthusiasms, in time 
destroyed Greek national religfon ; but the prdcess was a very 
sk)w one, not copipleted even in^ thp days of Alexander 
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the Great. And with religioh, art and the drama and literature 
generally fell into decay : only philosophy and science survived. 

The purposes of the Greek temple may be easily discerned 
from the study of its plan ; but besides; those purposes are em- 
phasized by all the det^iils of the oonstructioii’ and 'decoration. 
The plan is of extreme simplicity. The building usually^ con- 
sisted of three^ parts, of which by far the most important 



was the cella, wherein stood the statue of the indwelling deity, 
the jewel for which the whole trfnpb* was but an ornamented 
shrine or box. In the fifth century, at all events, the size and 
form of the cella’was carefully planned for jvnd adapted to -the 
display of this image. Smaller chambers in front and behind, 
the p^fonaos aiM opisthodomos, were mostly used for the stor- 
age of the sacrificial vessels belonging to the sei’vi6e^^V)f the 
deity, and all sorts of objects of value* which were dedicated to 
him. Sometimes, in addition, the temple was a tr^sury for hhe 
custody of money, sometimes '))elonging, «,s at Delos, the 
1 By DurpfeM, in Athen, 3tittheil., ISST^ PI* XU. 




32 


A GRAMMAR OF GREEK ART 


CHAP. 


lauded estate of the God. Outsicfe the cella with its depen- 
denciei? were porches of approach, and often a corridor sur- 
rounded^by inllars running all round the edifice. ^ 

These simple facts will at once emphasize the contrast be- 
tween the ancient temple and the modern church, though the 
catb^drals of thp Romai«.<and Byzantine Churches are in less 
markkl contrast <oo Greek 'ways of thought than those of the 
Reformed Churches. To the Greeks the cella was primarily 
"the al)ode of the deity : there was no congregational worship, 
the festivals taiid processions of the city took plase outside 
the temples, though often within the sacrpd temenoSy or enclo- 
sure. Those who entered the temple came usually as individ- 
uals, or ill families, to make some offering or to beseech the 
favour of the deity. In later times the tem^^le was little but 
a museum of art and inscriptions. But in (ihe earlier ages the 
very presehce of the temple, enshrining the national deity, was 
regarded by all as the chief pride of the city, and its guarantee 
against foes without and sedition witl>in. The chief deity of 
each city represented that city in embodied ideal form, and 
'^as scMrcely ^tq^ be distinguished frojfn 1>he persouificaticin of 
the city itself. 

Such is, the purpose, the informing *and active purpose, which 
prompted m§n to erect temples, aiid to erect them in one fash- 
ion rather than another. "cBiffc in this case, as in others, we 
must keep apart the two matters of the purpose or final cause 
of tthe temple ami its prigins or historic akitecedents. In 
treatifig of tiie construction and decoration of the buildings, 
this distinction is essential, and it has often begn overloo^ked. 
Thus sojafc ‘archaeologists speak as if all the features of the 
temple could be derived from the fact that it was originally 
copk?d from ^ dwelling-house, and of woo&en construction. 
Others ^are disposed ;to treat it ‘as if it had been thought out 
purposefully in stonp, and eveVy detail calculated to produce a 
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given aesthetic or religious impression. Tiie true way, |ts usual, 
is the via media. It was purpose which determined tliQ de- 
tails of the construction, but that purpose o^en only existed 
in unconscious form, as a tendency. And the tendency could 
work only under given conditions, and in tfee direction not of a 
^fresh creation, but of an adaptation a# what akeady existed. 


Let us briefly consider in this light the chief details of tlje 
temple^ieth of its construotioii and of its dccorittion. 

In the construction the most notj^ble quality's extreme sim- 
jjlicity and intelligibility. J.’'he temple may be compared to a 
crystal. At a little distance all its lines seem to be straight, 
and they do notj^cut one another. One finds continual repeti- 
tion of single forme, such as the pillaj, or alternate forms, as in 
the triglyph and metope. The rhythm is 1 : 1 or 1 : 2 ; only sel- 
dom 1:2:3. Almost the only Greek temple of agy comi)lex*ty 
of form is the Erechtl^um, and here we have two or three? 
small shrines in juxtaposition rather than in union ; each in 
itselt follows, so far ^s %he conditions of the «acred pdice al- 
low, the regular form. 

Another notable feature in the temple, a featurq which a mod- 
ern critic finds it hard fully to realize or api)ce^iata, is the pains 
taken over exact proportions. Th» subject of proportions in 
temples is one which is almost bottomless. In this respect no 
two temjdes are quite alike; the a^chiteets appear to hflve 
spent infinite pains in working out the dimensions of all mem- 
bersflDU some Scale, of which the unit was fixed, as a musician 
might work out a theme in a given key. The jinit wap>tisually 
the mean diameter of a column.^ There can be little doubt 
that this proves ^among the Greeks a far fin§r and ac«ter 
sense of proportion than existg among modern men. JVe are 
i^lioisy, I.C., p. 402. 
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reminded of the rhythmical character of all Greek activities — 
how they performed all their athletic exercises to the sound 
of the flute, and even, in soinQ schools of sculpture^ constructed 
human bodies according to mathematical systems. Want of 
' proportion, of rhythpi, of balance, must have affected the Greek 
eye with a far keener seiit^e of dissatisfaction than is quite in- 
telligible to us. ^ 

Nor ‘was their construction only ciirefully proportioned; it 
was also in the highest degree rational. Each nfember of the 
building had one function, and only one, which was^'iDvious. 
The function ofuthe pillar and the triglypji was evidently to 
uphold, and this function is emphasized by their decoration, 
which consists entirely of perpendicular grooves or flutings. 
The wall, on the other hand, is iirimarily intended to divide or 
enclose ; it is a curtain in stone, and its decoration runs hori- 
zontally in narrow bands which remind one of the hem or bor- 
der' of a curts^in. The base of a column is one thing, and its 
moulcjings suggest its relation to wh^t it has to bear. The 
capital of a column is another thing, and its forms are carefully 
^apted to briclging over the gap between the upward strai^iing 
of the column and the solid, horizontal cornice, which in its 
turn is a basis^ on which is supported, in the Doric order, by 
means of trig^yphs^ the mass of the roof. 

The decoration of the i^eirhjers of a temple is exactly in 
inverse proportion to their usefulness structurally. The shafts 
of the pillars are merely flouted, but at the capitals, where there 
is, at least to the eye, a pause in the strain, we have simple 
decoration, in the case of Ionic buildings, while ifc the Dofian 
a more tijJrtcUy utilitarian principfe prevails. The lines of the 
architrave also are gently emphasized by courses of simple 
decollation, su(^ as the egg and tongue moulding. Only in the 
parts of the building ivhich have^* or seem to ha\^, no structural 
fuirctiott at all — the^ pediments, the metopes inserted between 
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the supporting triglyphs, the top of the walls — do we find a 
free hand given to the sculptor to compose groups in high or 
low relief. In the most otiose part of the whole struct^pre, the 
pediment, we sometimes find figures in the round. But even^ 
where the hand of the sculptor is freest, ^e never thinks 6f 
following the laws of his own art without regard^to the i)urp(>ses 
of the building wliich he is decorating. On «t]ie contrary, he 
makes his coftipositfons, both in line and in colouring, suitable 
to the structure* He works in high relief in the metox)es, which 
are deei1iy«recessed, in low relief in the frieze, v/hich adorns 
a flat surface. He (jiltivates extreme simplicity, avoids the 
crossing of lines and of shadows, filfs his space in such a way 
that there are no blank spaces. In speaking of sculpture we 
shall return to this subject. 

When we examing in detail even thj simplest architectural 
decoration, we discover a similar combination of care,** sense of 
proportion, and reason. The flutings of an Ionic column are not 
in section mere arcs of a circle, but made up of a combina^on 
of curves which produce a beautiful optical effect; the lines of 
• decoraUon, as may be Uesttseen in the case of th^ KrechtWfeum, 
•are cut with a marvellous delicacy: Instead bf trying to in- 
vent new schemes, the iiiasbn contents himself wi^h improving 
the regular patterns until they approach perfectign, and he 
takes everything into consideration ^tfo^^dings on the outside 
of a temple, in the full light of the sun, are differently planned 
from those in thg diffused light of the interior. Mouldings 
executed in soft stone are far less fine than those in niaA)le. 
The nw-son thinks before he works, and while he works, and 
thinks in entire correspondence' with his surrouiidingS." 


No doubt all thfe parts of the tbmple may be considered Jrom 
the other point of viewj,in flie light of origin^aiid development,* 
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rather, than in that of reason an(f idea. In regard to origins, 
the^most striking fact is the double derivation of the temple 
and the marke/i difference in type between the^ Doric and the 
.Ionic varieties. Both show a great influence of wooden con- 
slruction but while the Doric belongs to Greece proper and 
seems to contkiiie the®Hne of Mycenaean structure, the Ionic 
was'7deve]oped 'on the coaSt of Asia Minor. The Corinthian 
stylfi was but a variety of the Ionic, late in use, but going back 
^ to a not late type, perhaps originating, as M. Choisy thinks, in 
celumns adorned at the top with metal decoration.*^ Wtruvius 
si)eaks of the^ Doric style, with its massive simplicity, as essen- 
tially male, and of the slimmev and more highly decorated 
Ionic as in character female. M. Choisy has acutely traced 
many of the peculiarities of Ionic architecture to the small- 
ness of the wooden beoms used in its early efforts, whereas the 
Dorians, dwelling in a better wooded countr}^ used from the 
first more massive beams. Another characteristic difference 
’ between the styles is that the Dorian architect was content with 
painted bands of decoration, the IcAiian architect, more orna- 
ment-loving and luxurious, worked the lines of decoration 
in relief. * 

Side .by side, with only a moderate amount of interaction, the 
two stylep .develop. And so regular and uniform is their 
development, that with'.-th^^ help of a few temples of known 
date to serve as fixed points, it is possible to tell the period of 
^ Doric or an loFic ten[»ple within no wide limits. When tem- 
ples are repaired, the repairs, as in the case of English cathe- 
drals, are in the style of the time in which th^ took plStce. 

W? ma^ observe how tlie Doric capital not only marks a 
transition from uprigh<; lines to horizontal, but also i)reserves 
ttie form of the wooden capital in the Mycenaean palace ; how 
the . triglyphs are descended* from upright beams, and the 
*inetdj)es which they separate were originally open windows. 



Ill 


ARCHrrECTURE 


37 


We may trace the gable form of the roof to wooden construc- 
tion, as opposed to the flat roof of clay which is still common 
in western Asi^,. No one, of course; would suppose that reason 
and idea can And expression in a building, save by using exist- 
ing materials of construction or adapting recognized ways .of 
building to new materials- Slowly, age by ag^, thf idea more 
fully penetrates the paterial, and uses it more freely to express 
itself. And in some particulars reason seems never to have 
fully mastered ^he material. For example, in regard to tlie» 
lighting oTthc temple, we are at present unable tOasee how it was 
satisfactorily accomi)Kshed. The Cxjeeks rejectSd the system 
of lighting by leaving spaces between the triglyphs, which 
seems the natural plan. They rejected, in the opinion of the 
best judges, the si^stera of hypaethral lighting by leaving an 
open space in the mklst of the roof. JVhether they ^thought 
• that the light A^hich came in at the open door was sufficient, 
whether they had some system of basilican lighting,^r whether 
they admitted light through semi-transparent roofing slabs^of 
marble, is at present doublful. 

In the colouring of thefr temples the Gree^^ undoubtedly 
used paint which we should call glaring, and tolerated jilxtar 
positions which would offend our eyes. Their principle, indeed, 
was not to colour large surfaces with an even wash of paint, 
but to pick out in colour borders and^mall members of archi- 
tecture, as well as spaces which served as a background to 
sculpture. But cfen allowing for this^ we Should •tall tljeir 
colouring harsh.^ It would seem that the modern eye is as 

much Acre sensitive than the Greek in the matter of colour 

* • • • 

as the Greek eye was more sensitive than the modern ii? mat- 
ters of form. But^we must remembef that races used to a 

^ See TABXLmeist&v'sJ^enkmaler^ art. '*]^olychromio,’' or the plftes at the en? 
of the second volume of Olympia. The tprra-cotta decoration of temples has 
preserved its colours, but the^ainftng of st<nie aud marble now exists only in • 
the shape of vestiges. , 
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bright sun and a clear light can endure far more vivid colour- 
ing* than peoples who dwell amid comparative darkness. And 
the Gi\3ek senses, though keen, were fresher apd less wearied 
. than ours. Even now peoples who live simply in the presence 
of naturCr have not the same love as the educated for half- 
toh^s and gentrle transitions. Nor, in fact, has nature. 

M. Iloiitiny lias well poitited out that, in architecture, as in 
other fields of activity, the Greeks had the defects of their 
, qualities. Their forte was fine sense and stftiight reasoning ; 
b'lit these qualities often passed into the excess ctf^elight in 
merely perfetft techiiiqua and a desire tc^ reduce everything to 
logical schemes. We see the working of the last-named ten- 
dency in the rigid classification of temples by the orders of 
Doric, Ionic, and Corinthian. In earlier ten^nles, such as those 
at Paestum and Agrij^entum, the architfct has a freer hand. 
But as time went on, rule became stricter. The three styles 
are i)roperly styles of pillars; but the Greeks could not resist 
the tendency to reduce all architecture, so to speak, to the key 
of the kiiul of pillai- used. Thus it comes about that in the 
greai age it fs possible, if one has,* in 'addition to the^- ground 
plaii of a temjde, a few small fragments of its architecture, to 
restore* the whole, within narrow limits, with certainty. One 
sees how this,, excess of schematism and regularity must have 
strangled all vigour ancf briginality of design. 

The essentially rational character of Greek architecture is 
best seen‘in the 'Parthenon, its most typical example. It was 
first fully shown by Mr. Penrose, and has since become matter 
of general knowledge, that though, when regarded at a lilftle dis- 
tance, the Parthenon appears to be a regular structure bounded 
everywhere by straight lines, ‘‘I’id^al crystallise en marbre 
Pentdliqucf ’ as Kenan said, yet when one closely examines it, 
one finds that nothing in it, is precisely regular, that the pil- 
*lars are not equidistant, the metopes ifot of the same size, and 
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SO forth. One finds that th% lines of the basis are not straight, 
but curved, that the pillars are in some cases not upright, but 
sloping, that they do not taper regularly, and the like. The 
whole building is constructed, so to speak, on a sii\)jectiv0 
rather than an objective basis ; it is intended not to be mathe- 
matically accurate, but to be adapted |;o the eye of a sjiectator. 



Fig. 2. — iSloping lines ofliajrfd of Fartlieiion.i 


To the eye a curve is a more pleasing form than a straight 
line, and the deviations from rigid (fbrrectSiess s»fve to^give 
a chg.racter oj purpose, almost of life, to the solid marble 
construction. 

The details of these optical corrections are gfven in ^ many 
books * that it is uiinecessary to repeat them here. 

1 From E. A. Ga^lTier’a Ancient Atketm^ p. 272. 

* For example, Smith’s Dictionary^ of Antiquitifis : “ Templum,’fc p. 780 
(Middleton) ; E. A. Gardii«>r's, Ancient Athens, p. 27^ etc. 
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An American archaeologist, Mr? Goodyear, has argued that 
similar' optical corrections are to be traced in St. Sophia at 
Constantinople, St. Mark’s at Venice, Notre Dame at Paris, 
and many other of the greatest of mediaeval buildings. Mr. 
tioodyear is disposed to think that there was a continuous 
tradition downward fro^n classical times; but it is perhaps 
safei^ to see the working of a similar spirit in great ancient 
and piediaeval buildings, before the objective spitit of modern 
science dominated architecture, and the purpoces aimed at in 
^buildings became more clearly conscious. This 2»itfciiner in 
construction i^ay be not unfairly compared to the rhetorical 
manner which prevails lU Greek literature, in history and 
philosophy as well as in oratory* and poetry, and which also 
was one of the bequests of the ancient to the mediaeval world. 
The Greek artist, like the Greek writer, jaimed not at rigid 
adherence to the truth, but at producing a cq;i’tain effect on 
human beings. This is at once his weakness and his strength. 

, It is his weakness when he passes from rhetoric to sophistic, 
flatters the weaknesses, and uses the follies, of mankind to win 
his oyni way. But it is his strength ^when he builds on a 
broad and solid basis of human nature which is universal and 
permanent. For the world and nature only exist for man as 
they are 'reflected in the human mind; and to recognize this 
fact is the ferst law of art as of all practical pursuits in the 
world. 



CHAPTER IV 

DRESS AND DRAPERY 

It is necessary for every one who approaches the study^oi 
Greek sculpture and painting first to pay some attention to 
the character of Greek dress. Folk the human figures which 
are the subjects of Greek ar\ are in the great majority of cases 
clothed. And whereas every one necessarily has some small 
knowledge and Understanding of the human figure, very few 
l)ersons, even very few artists, undet’stand how Gueek dress 
was cut and worn. This dress was astonishingly simple, and 
yet in its arrangement so foreign to our habits^ and notions^ 
that many learners finely the greatest difficulty in understand- 
ing it^ or in believing t^at it was in actual usft. ^ , 

It does not, howeverj ai)pear, in all cases, that the dress repre- 
sented in Greek sculpture and painting was the dress actually 
worn. There is in earlier Greek art a good deal (ft helplessness 
and convention, and in later Greelw-rt4;here is Vfiat may be^ called 
a rhetorical tendency, a striving after a pleasing result without 
strict adherence to fact. We must therefore be on our gi^rd 
in reading the evidence as to dress furnishe(f by th^monuments. 
Wo As of archaic art often present to us elaborate systems of 
folds and pleats which are quite conventional, aj:id at a later 
time dress has beyond doubt a tendency to pa^s into (Irapery, 
that is, into dres^arranged not for use but for artistic effec^ as 
foil or backgroftnd. But notVithstanding^this, if may be fairly 
said that in the case i:>f tAie great mass of Greek statq^s, a^id 
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even of figures in painting and relief, the dress is a possible 

clothing; and represents the actual dress of daily life as closely 

as the figures themselves represent the men and women of 
* • * * 
street and market-place. The ugliness of modern dress has 

chused us ill our statues to adopt all sorts of fanciful and im- 
possible cosliumes for our, heroes and heroines, some of which 
are supposed to b^ Greek or* Roman. There was nothing of 
the kipd in'ancient times. The actual dress of the* Greeks was 
•planned as much with a view to beauty as for use; its scheme 
^aij charmingly simple, and it scarcely varied from oenfury to 
century. The (^fegrading tyranny of fashioi^ which makes mod- 
ern men and women chan^ the manner of their dress every 
year in obedience to some unwritten law mysteriously origi- 
nated and mercilessly enforced, was quite unknown in antiquity. 
It is, of course, this rule of fashion which lyakes it impossible 
for modern dress to becjcJme beautiful ; for even if it in some 
year by a fortunate chance drifted in the direction of beauty, 
the beauty would in the next year become unfashionable, and 
ugliness would take its place. Being exempt from the neces- 
sity ofit constantly inventing new modes /)f dress, the Cireeks 
were able by slight changes in its arrangement to make it more 
becoming and graceful ; and these sfnall improvements were 
welcomed and* adopted by artists. But the main principles 
never clianged. 


A strong line of distinction must be drawn between the 
Ionian and the Dorian dress.' In dress, as imall the phe- 
nomena,gf Greek history, the contrast of Ionian and Dorian is 
emphatic, and the interworking of the two elements makes the 

1 f cannot in thfi chapter give authorities; for a fuller treatment, I must 
refer to ivardner and Jevbns, Manual Qf Greek Antiquities, Bk. I., ch. 6; 
Lad{^ Evans, Greek Dress; Studniczka, GriechischetTracht, 
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web of history. All who fiave paid any attention to works of 
Greek sculpture must have observed that, in reliefs of kn early 
period from the coast of Asia Minor, or even Athens, the dress 
both of men and of women is different 
from that to which we are accustomed 
in the later works of the Greek chiseL 
One of the best examyjles of this (fhar- 
aeteristically Ionian art is the beautiful 
Harpy Tomb #rom Lycia in the Brit- 
ish Museltm, a work which at once by 
the charm of its coi^yjositions and the 
mystery which hangs over ^heir inter- 
pretation readily fascinates the student 
of Greek art. ^eve the dress of men 
and women is exactly the same; in 
fact, at the present moment the sex of 
some of the draped figures represented 
on the tomb is in disy)ute. This dress 
is of distinctly Oriental iype; its like- 
ness 1^0 that of the.min-al reliefs of 
Egypt and Assyria is obvious, although 
a second look shows certaiTi differences. 

It consists of two garments (Fig. 8). 

There is an undergarment, whiclr i%’a 
long chemise fitting the body and fur- 
nished with sleewes which reach som(^- 

what below the elbow. And there is 

, , . 1 . . 1 Pm* 3 . — From Athens, 

an #vergarmftit, which is simply a 

shawl of square form, doubled, passing under one affia and 
fastened on the other shoulder. The»two folds fall, one as far 
as the feet, the otlier not so far. The undergarment does #ot 
offer much scope for arti stic’*^ variety ; l>ut the overgq^’ment 
may be put on in many ways, as may be s^en by any one who 
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examines the archaic female figure# dedicated to Athena, many 
of which are now to be found in the Museum of the Acropolis 
at Athens.^ Sometimes the fastening is on the left shoulder, 
while the right arm is left free ; sometimes on the right shoul- 
der ; sometimes the garment is laid over both shoulders. Often 
on the breast the upper line of the garment is turned over a 
bandfwhich -passes over one -shoulder so as to produce a j)leas- 
ing pattern*. 

' This was the dress alike of women and of men, when in full 
eivic dress, in Asia Minor down to the Persian war» ^nd it 
had evidently cl’ossed the sea and establisly3d itself not merely 
in the kindred city of Athiis, but even in Peloponnesus. The 
archaic sculptures of Delphi and Aegina and other important 
religious sites show us tliis kind of dress used by female and 
even by elderly male figures. 

I must -content inyselt with this general statement. I be- 
lieve that nearly all archaic female figures, except those that 
jvear the Dorian chiton of which I shall treat next, wear the 
two garments which I have mention^l. The great apparent 
svarietj of coStuine arises partly frojjn t]ie manner in which 
the overdress is fastened, partly from Ihe way in which the 
folds are drawn over the band. Scfmetimes, however, there 
are difficulties ; the manner in which the dresses are worn is 
not represented* aS sometlung which is practically workable. 
Some archaeologists, examining the Athenian ladies, one by one 
aiuj minutely,* have fancied that their dress ig far more cpm- 
plicated thaft I have represented it. Into this matter I can- 
not go in detail; but it seems that these archa3ologists«>fail 
throug^ that^ overliteralness of which I have already spoken. 
They do*not re&lize the conventions and limits of early art. 

coloured ctlfit of one in the Ashmojean Museum, OxA^rd. The figure in 
the textiis the dedication hf Antenor, rejitured. 

^ Espeitially M. Lechat, Au de VAcro^ole, • 
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For example, vase-painters 4nd sculptors alike sometimes repre- 
sent the upper and the lower part of the same undergarment 
in quite a different fashion : the upper part being marked with 
crinkled, the tower with straight, lines. Some of the Athenian 
figures are examples, and we see the same custom in less ex- 
treme form in the vase-painting belqw (Fig. 8). In studying 
these dresses we must be prepared occasionally to cut a 'knot 
which canndt be uhtied, and to assume a greater* simplicity 
than we can actually prove. 


The Ionic was not, however, thei’ primitive Hellenic dress. 
Herodotus (v. 88) tells us, no doubt truly, that the real national 
Greek dress was the Dorian, whereas the Ionian dress was 
adopted by the Greeks of Asia from their neighbours, the 
Carians. After the Persian wars there came a strong reaction 
against all the effeminate Oriental ways which had begun to 
corrujjt the manhood of Greece, such as the use of elaborate, 
coiffures and of trailing robes. And henceforth the Ionian 
dress gives way in ar^, aqd the Dorian takes its place, though • 
the change does not taTce x)lace all at once — ^rather by a slow 
process which lasts for half a century ; thus we often find a 
combination of the Ionian and the Dorian dress on monuments. 

There are two garments wh^h^. belong ^e^ecially to the 
Dorian dress, whether of men or women: these are, the sleeve- 
less chiton and the cloak, whether the ample himation or 4Jie 

* * 9 a A* . 

smaller chlamys, Dorian girls are usually represented in art 
as cl^ in a single heavy chiton, or garment without sleeves, 
hanging from the shoulders and fastened upon thsra J^y two 
heavy clasps or fibulae. A closer ex%mination*shows that this 
garment is often ftot in any way sewn or made up, but consists 
only of an oblAig piece of cloth folded ip. a particular way. 
The following three ,diagrams*will show how it was put oa. 
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• An oblong piece of material was t&en (Fig. 4, 1.), Imon,^ and 
doubled over at the line ab, when it presented the form abort, 
where the portion am is doubled, an overfall. This was again 
doubled at the line cil, and folded backward so as to leave the 
ftap Imc visible (Fig. 4, II.). The person putting it on would 
nowstand inside it, that i^, between the two folds, at eflig (Fig. 



Fig. 4.— I., II., III. 

4, III.) and fix with clasps the front and back portions together 
oveii each shoulder^at e and /. She would tjien let the cor- 
ners ctb and c fall, and the whole garment would be disposed 
about her as in Fig. 5. In this figure, however, we notice 
beneatl^^he line of the overfall Im a second line which freely 
undulates. This is produced by fastening a girdle round the 
waijt, and by its help drawing up the lower part of the chiton 
and letting it fall ov^ the girdle, thus producing the so-called 

^ From Gardner ai;|^ Jevons, Manual of Greek^AntiquitieSf p. 53. 
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kolpos. Often in figures tfius clad there is a break in the stuff 
down the whole right side of the figure, whence we C£tn under- 
stand that this garment when worn alone was better suited to 



Fia. 5. — Girl from Herculaneum. 


indoor life than to that out of doors, though^thd OrquJts were 
by no means so ^queamish as we a« in the matter of display- 
ing the bodily^forms. 

The Doric women’s chitoi^ was commonly worn alqpe, and 
so may be considered as either an under- ^r an over-dress. • It 
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would, of course, be possible to wear under it a shift, such as in 
fact we see on one of the hgures on a sculptured drum of a 
column from Ephesus. Or it would be possible ^to wear over 
it the cloak, or himation, of which we shall presently speak. 
But usually when this cloak is worn the chiton is less ample, 
and ‘the overfalMs dispensed with. Like everything Greek, 
the ^rmeiit •admits of many simple varieties without losing 
its es^putiaf character. For example, when the huntress Arte- 
•mis wears the Dorian chiton, she sometimes girds it up so that 
i1> does not fall below the knee. Sometimes the opefl side of 
the garment seeftis to be sewn up. Often sJeeves are made by 
joining on the arm by means of cla^s or buttons the front and 
back portions of the dress. When this is done, it is sometimes 
not easy to distinguish between the sleeveless^ Doric and the 
sleeved and sewn Tonic chiton. In fact, as ve shall presently 
see, in theTase of the great art of the fifth and fourth centu- 
ries, the under-dress is very often something between the Doric 

and Ionic type, and evidently 



Fig. 6. — 


The Jgoriau dress, unlike the Ionian, is by no means the 
same for men anJ women. « The chiton, or shirt, of men was in 
forij not unlike the Doric women’s chiton, 6ut was far less 
ample, ^ften coming but halfway down the thigh. Instances 
1 Gardner and jjBVons, Manual of Greek AittiquitieSt p. 55. 
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abound, for example, in Tihe Parthenon frieze. Like the 
women’s chiton, it was ordinarily fastened on both shoulders ; 
but the workmen when at work, the smith-god Hephaestus’ for 
example, would usually gird it under, not over, the right arm, 
so as to leave it per- 
fectly 'free for action. 

The Doric cloak, or 
himation, was worn by 
men and women alike 
as an outer garment. 

The women’s cloa^ 
would usually l>e of 
finer material ; the 
men’s more ad^ited 
to practical purposes. 

Its form is as simple 
as that of the chiton, 
but it is somewhat 
less oblong. It con- 
sisted (Fig. G, I.) of a» 
square of cloth, ahcd^ 
doubled over at the 
line Im so as to take 
the form lined (Fig. 

6,11.). This was then 
taken up and tli^ point x placed on tjie lef^ shoulder,^ the part 
xmhc falling over the chest. The part xyzl was tHeii breught 
round the baek of the body, the point y jmssing under the right 
arm, which was left quite free. It was further biOdgljJ^ round 
the chest until the point z reached the left shoulder, when the 
remainder, zl, was gathered together and thrown over the am^or 
the back. We^thus reach the* result showji above (Fig. 'J). 

^ ^hmoleau Catalvguv Fifp: 2jL 
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It will be observed that in the ^ase of this garment there is 
no fastening ; it is held in place by its own weight and by the 
arms. 

It is obvious*that a garment of this kina is not aaaptea to 
be worn when the wearer is on any active employment, nor for 
wal.king about in wind rain. It was like the blanket of the 
Indian or the overcoat of the soldier, carried about to be used 
for a'oy necessary purpose. It is also obvious that it could be 
put on in a great variety of ways, so as to produce a number 
t»f ^artistic effects. Women would very commonly pass it not 
under the arm* but over both shoulders, ^in which case they 
would be warmly wrapped up, but scarcely capable of any 
active movement of hand or foot. If we judged by statues, 
we should suppose that while women always wore a chiton, or 
shirt, under the cloak, the men usually worj no other garment. 
But a study of vases corrects this impression. Men are there 
very connuonly represented as wearing the chiton as well ; and 
one sees clearly that the sculptor usually omitted the chiton in 
order to display the nude forms of breast and shoulder, just 
as in 4he case of soldiers he usually omil^s the body armour of 
breai^tplate and backi)late, the stiff lines of which would be 
ill sculpture unpleasing. Occasionally in scnljiture, as in the 
case of the itearded Dionysus and Mausolu^ we have a male 
figure. wrapped ^n*ample cjjiten and himation. This is doubt- 
less the state or formal dress which men of mark wore on 
ocfifision. 

Tlte case’ of women in the great art of Greece after the 
Persian wars is much more comi>licated. YoMg girlsi and 
the vj^in goddesses, Athena and Artemis, usually wore the 
Dorian chiton, sometime^ with an over-dress. In the middle of 
thg fifth century we find on vases the Doric^and Ionic dresses 
f reeljj iiitermmgled Jn the case* of groups of ^irls. There is 
something of the kind on an Attic Crater from Falerii here 
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figured (Fig. 8).^ But her^ as in later art commonly, though 
the dress of some of the girls is in principle Ionic, it is in fact 
between the two types, as the under-garment is neither sleeveless 
nor with sewn*Sleeves, but has sleeves made by joining the edges 
of the garment with brooches. And the over-garment is put on 
in the Dorian way ; that is, held by its own we^ht and not ;tas- 
tened on the shoulder by a fibula. But in other cases the clVer- 



Fig. 8. ^ 


garment is fastengd with the fibula, an^ in ojhers we h,ave tfee 
simple Doric chiton, with overfall and kolpos. We may cit^ as 
examples of later quasi-Ionian dress the Fates of the Parthenon 
Pediment (where Iris wears the Dorian chiton), Artendsiswfrom 
the Mausoleum, figures on the columvs of the Artemisium of 
Ephesus, and so fcuth. 

It is commoiit^ supposed that the veil of women is a aepa- 
1 FurtwaDgler and Raichliold, Oriechische Vasen^akrei, PI. 17. * 
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rate article of dress. Sometimes^it is so, as in the so-called 
Oiustiniani but more commonly the veil is made by 

bringing the end of the garment, whether over- or under-gar- 
ment, forward 6ver the top of the head. 

An outer garment largely used by men, especially young men, 
is the chlamys, properly the cloak of the cavalry soldier. This 
wtsa an oblong psece of cloth, fastened by a brooch 6n the right 
shoulder, so as to cover the left arm, but to leave *the right arm 
free. On horseback the left arm would hold the reins, and 
‘^leeded protection ; the right was wanted for the whip or lance. 
The so-called Fhocion, and some of the youths of the Parthenon 
frieze, wear the chlamys, v^hich is often also worn by the hun- 
tress Artemis and Amazons. 


I do nbt propose to examine in more detail the Greek dress 
as worn by^men and women. My purpose is not to write an 
account of the actual habits of the Greeks in their daily life 
in the matter of dress ; for that the,reader must consult some 
of the works ^mentioned in the note at, the beginning of the 
chapter. I only wish to explain to those who study the works 
of Greek art what is the kind of dress represented in it. 
It will be seen that, speaking generally, and omitting the Ionic 
chiton, the garments depicted in Greek sculpture and paint- 
ing are merely square or oblong pieces of cloth cunningly 
f4Jded, and so arranged^ partly by their own freight and partly 
by <he aid of fibulae, as to present a beautiful effect. If a 
modern costumer is set to produce Greek dresses for ^ clas- 
sical^rama, he adapts them with a multitude of tucks and 
strings and buttons. Qe may perhaps be following a neces- 
sity of the modern stage with its violent action, but he cer- 
tainly does not sycceed in plroducing anything Hellenic or 
•classical. 
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Greek art was able out the simplest materials to produce 
results of admirable taste and consummate beauty*. The 
representation of Greek dress has in art a history or e^volution 
closely parall^ to that of the representation* of the human 
form. We can trace from period to period how the stiff 
parallel lines and formal zigzags of archaic^ drapery grow 
gradually freer and more varied; how garufents* iiistead^f 
falling straight by their own weight from the hips oi- the 
shoulders, adapt themselves to the flowing outlines of the 
human form, until in the great schools human forms aji(f 
the garments which ^cover them are welded into a harmonious 
unity, each throwing emphasis on what is most beautiful in 
the other. 

But Greek rcj^resentation of dress, no less than Greek 
architecture, has tljp defects of its qualities. In the fourth 
century we find the beginnings of a tendency to dwell upon 
the beauty of the lines of dress for their own sa]^;e, and not 
merely because they enhance the beauty of the person to 
whom the dress belongs# as a whole. Even in l^ie exquisite 
figure of Victory fastening her sandal, from ^le baliu^rade 
•of the temxfle of Nike at Athens, one may tra^e something of 
this tendency ; the folds of the garment draw away^ one's atten- 
tion from the Victory herself and her relation to tlie group of 
which she is a part. Another ten^eticy, which is visible -even 
on the frieze from Phigaleia in the British Museum, but is 
more notable in Ipter works like the frieze ^f the ynonumAlt 
of Lysicrates at Athens, is to use garments or parts of garinfints 
to filk vacant «paees in a relief, using them as a decorative 
background, rather than in accordance with th^ir trtie iMiture. 
This is, in fact, turning garments inW drapery. It may per- 
haps be regarded rather as a continuation of thg old horrm' 
vaciii of archaic art than as a new departure. But whatever 
its historic origin, it urepfesents that tendeq^y of the Greek* 
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mind to mere show, to tisible effect, which is embodied in the 
case^of 'literature in the rhetorical impulse. 

P.S. 'Since this chapter was'put in type I have seenrthe useful plates 
.of Greek costume arranged by Dr. Amclung and published by Koehler, of 
Leipzig. These are yery satisfactory, and if studied will save the student 
frobi many mistakes. Dr. , Amelung’s nomenclature differs somewhat 
that wlvch ^ ^ave used. The Dorian chiton he prefers to call the 
peplos, a name for which there Is some authority. 



CHAPTER V 

CHARACTER OF EARLIEST GREEK ART 

Whether, in dealing with the grammar of Greek representer 
tivG art, we should hegin with sculpture or with painting, is 
not a question easy to decide.. Pai Aing is essentially a freer 
art than sculpture, and in all the changes and improvements 
by which art progresses toward its zenith, painting naturally 
takes the lead. To <fehis general rule Gjeek art offers no excej)- 
f tion. Polygnotus preceded Pheidias, and the imx)ress which 
Pheidias i)laced upon art was in many resi>ects originated by 
the Thasian iiainter. Painting at Pompeii has reached a»de- 
gree of freedom and, so tcf speak, of modernity, wl»ich is never 
attaineel by ancient scAlpture. Thus, if Greek j^)apinting vr^re in 
our museums half as well represented as Greek sculpture*, we 
should certainly prefer to treat first of the art qf thp brush. 
But unfortunately Greek painting is but unx)erfectly 

known to us. We have to piece tJg^ther its history frotf^ the 
designs of Greek vasos and the frescoes of the Roman age, 
whereas we have <nn abundance of really go«d sculptui*e from 
all ages of production. Sculpture, therefore, on the whole, claims 
precedence in dhr treatment. We shall, to begin with, speak of 
Greek art as a whole, and then take up successively scu^^ture 
and painting in thgir separate and distinctive developments. 

In spite of wh|it was said in the introductory Chapter as Ub 
the diversity of a search into the^ckaracter of a nation^s art and 
the search into the origin of its art, it will -bei^xpedient, before* 

65 
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treating of the phenomena of developed Greek art, to make 
inquiry into its earliest distinctive forms. For it is possible 
that in '=‘the infancy of art* the national characteristics may 
clearly be visible. But we sliall only go back to the begin- 
nings of the art i/hich is distinctively Greek, not to that of 
tW Mycenaean ‘ age, which is informed by a spirit quite dif- 
ferent from the ilellenic. 


Considerably light has been thrown on the development of 
Greek sculpture and painting in relation to space and perspec- 
tive by the writings of l^rofessoi Lange of Copenhagen and 
Professor Lbwy.^ Lange has expounded in detail his theory of 
fnmtality in early art, a theory of which Professor Furtwangler 
has observed that its diccovery is like that 'Of a law of nature. 

This view must be set forth in Lange’s own way. He 
observes thut in all early statues in the round, including those 
of Fgypt, Assyria, and Greece, down to 500 n.c., a law is observed 
to the folloVing effect: ‘‘Whatever position the statue may 
assume, it follo;^s the rule that a line' imagined as passing 
through the skull, nose, backbone, and navel, dividing the body 
into two syir metrical halves, is invariably straight, never bend- 
ing to either side Thus a figure may bend backward or for- 
ward) — this does not affedc the line, — but no sideways bending 
is to be found in neck or body. The legs are not always sym- 
metrically splaced 5 a figtire may, for example,*- advance one foot 
farther than the other, or kneel with one knee on the ground, 
the other raised, but nevertheless the position o^ the legs *shows 
the Ikme Ime^iof direction as the trunk and the head. The 
position of the arms presents greater diversity, yet it is strictly 
Ihnited by the attitude of the rest of the figure.” * 

t 1 J. Lange, Darstellung des Menschen in iiJUt. griech» Kunst ; E. Lowy, 
Die Naturwiedergalr^^’in der alt. griech. Kun^f.. *1^ ^ Lange, p. xi. 
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The reader must turn to any representation of a human 
figure in the round, whether of Egyptian, Baby Ionic, "or early 
Greek work, for illustration of this law. (See next pages^) There 
in ay be a few exceptions, due to exceptional conditions, but in 
almost all cases this psychological law hol(^ with a regularity 
almost as great as is found in the working of the laws of na- 
ture. One finds figures stooping, or kneeling, ^r iif a varietf*of" 
other attitudes ; but the frontal law still holds. 

The law of froiitality is also illustrated by a passage in Dio- 
dorus (I., 98), who relates that two sculptors of the sixth ceif 
tury, Telecles and iTheodorus, of Samos, were* set to make a 
statue of the Pythian Apollg. Tlfb story runs that one-half of 
the statue was made at Samos by Telecles, while the other half 
was fashioned a1» Ephesus by his brother Theodorus, and that 
when the parts weie fitted together th^y joined so exactly that 
the whole work appeared to be the work of one artist. . . . The 
statue at Samos, being made in accordance with ijie Egyptian 
system, is bisected by a line which runs from the crown o{ the 
head through the midst of the body to the groki, dividing it 
into precisely equal and similar halves.” 

When Diodorus says that this manner of representation is 
Egyptian and not Greek, lie means that it was qiyte foreign to 
the later Greek art with which he was familiar. ^It does be- 
long, as Dr. Lange has shown, to Tkeek art before 500 b:c. 

A comment upon, or indeed an amplification of, the law may 
be found in an unfinished statue from^Naxqg, disci^gsqd by Mr. 
Ernest Gardner (Fig. 9).' In this figure any section cut liori- 
zontsslly is obKing in form, the front, back, and sides almost flat, 
with little more than a bevelling at the corners^ This seems to 
show that in producing the statue irom an oblong block of 
marble, the artijt may have proceeded by drawinjj in outline«n 
the front and side of th^block^the front amd side aspect of the 
1 Journo^ Hellenic SCudieSj Vol. 130. 
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desired statue, and then'ciEtting right through the block, perhaps 
with a saw, in both directions, following the two outlines. Out 
of the mass thus produced, face, legs, and arms would b^ roughly 
cut, the transition from front to side .would be smoothed over, 
and the result would be approximately of Jhe form required. 
Whether or not the sculptor actually took this course, it is 
the logical way of carrying out his design. 

Figures thhs worked are clearly thought out in two aspects 
only, the front«and the side view. We may conceive them as 
built about two upright planes which cut each other at ri^it 
angles. This is, asb I Lave observed, a further development 
of the system of frontality. , 

In line with this unfinished statue is the further fact that, in 
Greek painting §.n(l relief, figures are almost always in early 
times represented. 41 s cither full-face ^ 
to the spectator or else in profile j a 
three-quarter view is almost unknown. 

And very commonly one part of the 
figure of animal or man is repre- 
sented full-face and another part in 
* profile, without any proper transition 
from the one aspect to the other. Ex- 
amples abound. Very characteristic 
is the figure of a horse (Fig. 10) fi^iii 

a vase at Boulogne published by Dr. Lowy : ^ the ba 6 k part of 
the horse is draww in profile to the right, th^ head y profile to 
the left, while the front legs and forehand are facing the i^>eo- 
tatorii One of the metopes from Selinus (Fig. 11) will well 
illustrate the same ^ule. Here the upper parts ^f 4?erseufc and 
Medusa, whose hgad he is cutting ofP,^are full-face, the legs of 
both are in proj^le; the horse Pegasus is entire^ in profiU; 
Athena is full-face, exqe^ her feet, which are in profile toward 

l^turwiedergahVf p. 44. 
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the right. But in no case is there much attempt to mark the 
transition from one point of view to the other. 



Fig. 11^ — Metope of Selinas. 

Of course ^ulpture, even in the latter part cf the sixth cen- 
tury, did not always represent ^gures^s merely standing, and 
made curious con^omises in the attemp^^o represent them in 
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various attitudes. It will be found generally that when fig- 
ures in the round are represented as running or reclining, they 
are intended j;o be seen only from front or side; for .example, 
the Nike from Delos (Fig. 12) and the dying warriors of 
the Aeginetan pedi- 
ments. The transi- 
tion in them from 
full-face to profile 
is managed nof with 
the same abruptness 
as in relief, but stiR 
with a certain sacri- 
fice of correctness. 

To show how ^ong 
this tradition lasted, 

I add an engraving 
of the Discobolus of 
Myron (Fig. 13),' 
showing that even 
this masterpiece, for' 
its age one of the 
most wonderful of 

human works, is — Nihe (fl Defos. 

really calculated for 

the two aspects only; the legs are in profile, the chest and 
face are full, and the transition bet^en the two is iiii perfect. 

As regards the basis and origin of these laws of frontality, 
thei*® have iSeen various views. The question is one of psy- 
chology, and well worthy of consideration, as it gbes ded^ into 
the roots of our •artistic and aesthefic faculties. It might be 

1 This photograph is taken from a cast made uppof the Massirai head and 
the Vatican body, a recox^ptr Ation mahe at the Museum of Munich, and thei^e 
procurable. 
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thought that it is merely the result of the greater easiness and 
simplicity of representing an erect as compared with a curved 

attitude. But 
this view does 
not go to the 
root of the mat- 
ter: we requilfe 
a fuller explana- 
tisn. 

Prof. Lowy has 
endeavoured to 
explain the phe- 
nomena which 
l^ieet us in early 
, Greek art on 
psychological 
grounds. He 
thinks they all 
arise out of in- 
evitable tenden- 
cies of the human 
mind, anthro- 
pological laws 
which we may 
trace alike in 
the procedure of 
partly civilized 
1 vy^ll repea# his 



Fig. 13. -^Discobolus of Mjron. 


peoples and the artistic efPorts of children, 
views 4n my owp words, and with illustrations. 

(1) Primitive representations of objects ip Greek art are 
based, like thqse of all peoples in the same earlji stage of civili- 
zation, not on any attempt directly to^mitate a model, but on 
assort of memory jpcture, based on repeated observation. 
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(2) This memory picture does not equally reproduce all the 

views of an object which are in the artist’s experience, but only 
those victors which are more typical ; and these, generally speak- 
ing, are those* in which objects appear in their Tbroadest aspects. 
For example, the memory picture of a quadruped, a fish, a 
rosebud, will naturally represent them in profile; the memory 
picture of a fly, a lizard, a full-blown rose, wfil represent them 
as seen froiif above. And they will be detached from all back- 
ground. Thua the full view and the profile view are the views 
most natural. _ 

(3) The memorj^picture being in itself weak^ is strengthened 
by the putting together of striking? and characteristic features 
of the object. These, however, are put together not in the 
organic fashio% of nature, but rather as they successively 
impress the obse^yer. Hence the art type will represent not 
so much a natural object as a mental construction.* A good 
example of this will be found in the well-known |act that the 
sculptured man-headed bulls of Assyria have each five^legs. 
The sculptor puts togetjher the front view, in ■v^hich two legs 
are visible, and the aide view, in which four lega are visible, but 
one leg serves in both views, so that there are five in all. In 
a paper in the Journal of Hellenic Studies,^ Mr. ^Murray gives 
parallel examples from Greece — birds and sphinxes with one 
head and two bodies, and helmete^with two crests, instead of 
one crest seen in two positions. 

(4) Of groups and scones the sama rules, hold gop4. If*any 
part or element of background belongs to the action of the 
groqi), it is introduced, but by no means necessarily in objec- 
tive place and connection. When we proceed, ii^ch^ipter llill., to 
speak of the set schemes usual in vase-paintings, we shall find 
abundant 6xam|)les. The group as there depicted is the gronp 
not as it objectively exists or ‘existed, butrfis it is supposed by 

'1 For 1881, p. 318 ; PI. Xy. 
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the mind to be. When, for example, on a fine Corinthian vase,' 
Amphiaisaus’ departure on the expedition against Thebes is 
depicted;^ the artist wishes to express the fact that Eriphyle, the 
wife of the hero,*had been bribed by the gift of tfie necklace of 
llarmonia to induc^e him to take a part in the expedition ; and 
this* he does by placing a necklace very conspicuously in the 
"^and of Eriphyla As a matter of fact, the necklace would be 
at the*moment the thing she would be most anxious to conceal ; 
but it is part of the mental furniture of the sceije. 

• (5) In the memory images and the art representations of 
motion, those attitudes are most impress^e and are usually 
reproduced vhich are of linger duration. This rule applies 
widely in art, as must be evident to those who have studied 
instantaneous photographs, which constantly, represent men 
and animals in attitudes^ on which the mincj^never dwells, and 
which are absent from art. The ordinary representations of 
trotting an^ galloping horses in the art of all nations do not 
accurately represent the horses at any moment of their course ; 
but are, in faqt, based upon a construction which results from a 
niimUer of successive optical impressions. , 

Tljese interestftig observations of Professor Lowy furnish an 
explanation of the phenomena of fi^ntality and of planes of 
working of wTiich I have spoken, as well as of other phenomena 
with which I s£afl deal wljpm speaking of early vase-paintings. 
The law of frontality is not strictly observed in Greek art after 
the«Persian wars. ^ Through the fifth and the fourth centuries 
B.c.^ne may trace its gradual decay. Before the middle of the 
fifth ceiitury the line drawn from the head of a fi^re to % spot 
betw^ii tbe^eet bisecting the body is no longer quite straight, 
but somewhat curved, ai»d the curve departs with time more 
and more from the straight line. The first r|sult is to throw 

more of the weighty of the body on one leg than the other, so 

• # 

1 Mon, AelV X., 4; Vienna Vorlegehluttert 1889, PI. X. 
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that one finds what the Germans call a Standhein^ or leg which 
supports the body, and a SpielbeiUf or leg which is bent at the 
knee and free from most of the weight. In different schools 



Pia. 14. — Diadumenos, Arrive. 


this balancing is carried out on different plans ; for ^ampl^y the 
solutions of the problem adopted in the Parthenon frieze and 
the Attic schooj are quite different from those accepted b|y 
Polycleitus and perpetuated iif his statues ,of the Doryphorus 
and Diadumenus. With tiie Diadumenus of Polycleitus (Fig. 14> 
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we may well compare a contemporary Diadumenus (youth 
tying a fiUet round his head) of the Attic school (Fig. 15), the 
difference in the attitudes of the legs being striking. 

Professor ? Lange, with 
many other writers, is mis- 
taken in too definitely asso- 
ciating . this change with 
Polycleitus. As 1 have al- 
ready observed, it proceeds 
during the fifth century in 
all schc)pls, and the merit of 
Polycleitus does not lie in 
his being the first to attempt 
the problenji, but in the par- 
ticular solution which he 
discovered. The words 
prium ejus est uno crura ut 
mm st event signa excogitasse 
have, in fact, been misinter- 
jir^jted^as meaning that it 
was \he great merit of Poly- 
clitus to have invented 
a i)lan whereby the main 
weight of the body was 
thrown on one leg. This, 
however, as Michaclis has 
pointed out] would require 
Fig. It*).— Diadiiixicnns, Attic. dative case, uni ^crtiri. 

Uno^rura {jisistere must mean to move forward with one foot 
in advance, and in fact»the most noted statues of Polycleitus 
jre thus represented in actual motion. 

The statues of tj^e Praxitelean class — the Hermes of Olym- 
ftpia^ the Satyr of the Capitol, *the Apollo Sauroctonus, and the 
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Cnidian Aphrodite — are all similar in pose, and exactly alike 
in being all intended for view of the body from the full frqnt, 
in which aspect alone they display their full beauty. * Stand- 
ing before them, one notices in each case three things : (1) , 
that the face is turned so as to show in the ^hree-quarter face, 
position; (2) that the line which in iirchaic statues is quite 
straight from head to groin is greatly curvtjd, sq that the 
figures seem even to lounge ; (3) that the tree-trunk, or Other 
support necessafy to a figure in marble, i's worked in as part 
of the group. These facts give to most of the Praxitelaan 
statues in our musoums a certain family likeness. 

n3r. Lowy has pointed out that tlfbre are no standing Greek 
statues which seem really thought out in three dimensions 
until we come tO>,the well-known figure of the Apoxyoineiius, 
which is usually segarded as a copy^of a bronze statue of 
, Lysippus, the court sculptor of Alexander the Great, but 
which more ]n obably belongs in fact to the begiiuiing of the 
third century.^ The more direct imitation of nature, wlqch 
came in in the school of Lysippus, though it did not much 
affect the work of that muster himself, would^ imturally Have 
the effect of which 1 speak. 


Returning to the consideration ^of archaic art, we s6e in 
the progress of sculpture the gi-adual victory of practice and 
determination. The line of attainment, of successful grappling 
with the difficulties of execution, mounts gradually in the human 
body, passing from the easier parts of it to those which are 
more difficult. In the statue found at Tenea, and«sdmetifhes 
called the Apollo ^f Tenea, the feet ^id lower legs are care- 
fully and, on the whole, correctly represented. In^the statue^ 

1 This T have tried to prove in an article iu the Journal of Ilellenic UludieSt , 
Vol. XXIIL, p. 130. 
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of half a century later, as in those of the Aegina pediments, or 
the so-called Strangford Apollo of the British Museum, we find 
a not unsuccessful rendering of all the princij)al members of 
the body ; only some parts of the head are inferior. The eye 
and the parts al^ut the eye, in which so much expression re- 
sides, baffle the Aeginetan artist ; the mouth, which is so fre- 
quently iif inotton, he f«ails to rej>reseiit in rei)Ose, and the hair, 
wlikdi is unsuited to rei)resentatioii in a hard ^substance like 
marble, is given in a kind of conventional pattern. It is not 
• uiitil the middle of the fifth century that these difficulties are 
met successfully. 

It is especially in the«rendering of the head that even an 
eye not thoroughly familiar with Greek sculpture and paint- 
ing can easily discern the stages by which sti^f archaism passes 
into perfect mastery. ^The development is slowest in the case 
of eyes* and hair, the former the most mobile and expressive 
part of tl\p face, the latter the part to which it is hardest to 
assign a definite sculptural shaj>e. But before si^eaking of 
eye and hail', the shape of the head and the proportions of the 
varkms i)ai't8 of the face demand a few words. In the sixth 
century it is clnubtful whether distinct types of head are in 
vogue in the different schools ; at alf events, the inquiry whether 
or not this is the case is too detailed and comjdicated to be here 
attempted. But there oat! be little question that Professor 
Brunn was right in maintaining that in the work of the fifth 
ct^tiuyy^e can distinguish between Dorian and Attic types. 
Ill archaic art, generally speaking, we may remark a decided 
predominance of the lower part of the face, th^ jaw and chin, 
ovea the hpper part. This maybe the result of the admiration 
of athletic types ; at any rate, it seems appropriate in a nation 
ill which pl^ysical development had the start of mental culti- 
vation. In the fifth century something of this predominance 
^ still survives in ^he Argive school. There the head, of which 
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Fia. IG.— Head: Porypliorus. • 

* 

the Doryphoras offers a good example (Fig. 16), when seen "in 
profile is notaWy of square outline, with flat top and consider- 
able depth from front to back. Again, if the face.be divWed 
into three parts \jy lines passing through the brows a^d the 
bottom of the nfse, these parts in the Argive hgad will b(k 
found to be of nearly equal height. If beside this head we 
place one of characteristic Attic type, such as^the Hermes of * 


70 


A GRAMMAR OF GREEK ART 


CHAP. 


Praxiteles (Fig. 17), it will be found to be less deep, and 
vaulted on* the top. And again, taking the three sections of 
the face, the upper section will be found to be longer than the 
lower. The Argive head has a more powerful ‘framework, but 
the Attic is distinctly more intellectual, whether the difference 



Ffb, 17. — Hermes. 


btf caus^ by original diversity of race or by long habit. In 
tlfe fourth century Scopas, to judge by the heads from Tegea, 
followed the Peloponnesian outline, while tlie heads of iPraxit- 
elef are decidedly Attic in type. But both sculptors agreed in 
throwing back the eye under a heavy brow apd frontal ridge, by 
which meaijs the expressiveness of the face i si greatly increased. 

A good example of the great difficulty which an object con- 
* fusing to the faculties of observation offered to the early Greek 
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ai’tist is to be found in the case of the human eye. Every one 
who has looked at early vase-i)aintings will have observed that 
in them, when a face is drawn in profile, the eye is turned full 
to the spectator. The male eye, bold and full, is represented 
as circular, the female eye, more modest, i^ almond-shaped.^ 
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Fia. 

18. — Male and female eye. 



It was only by slow efforts, extending over a long period, that 
^the representation of the eye was imistered. It turns gradually 
from the full-face drawing to a rendering in outling. Decade 
by decade the drawing of the eye, alike on vases and in reliefs, 
changes in the direction of nature, but complete naturalism is 
never reached. On the Parthenon frieze, for exaij^ple, the «yes 
of the faces which are in profile preserve someftiing of the pld 
almond form. Towards the end of the fifth century^the form of 
the eye itself is more correct, but even then it is set back from the 
nose too far, at all events when compared with modern profiles. 
It is not, however, merely the difficulty of representing the eye 
which makes its treatment in art so backward. We imJst 

m 

revert for a complete understanding to the psychological expla- 
nations of Dik Lowy. It is difficult even now for any of 
us to think of an eye in profile, and still more difficult was^his 
to more primitive j3eoples. The eye of»all things is that which 
most essentially Jooks at one, and so must be dr^wn looking^ 

1 Fif^ire 18 in the text is due to Mr. Oecil Smith : see the flat. Vases in the ^ 
Brit. Museunif Vol. III., p. 4, 
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at one. The study of nature by slow degrees corrects this 
inveterivte habit in art, but only by slow degrees. On vases, 
even after the profile eye has been mastered, we find curious 
inaccuracy in representing an eye in a figure * turned three- 
quarters toward the spectator, when it is represented as either 
too’ full or too much in profile.^ 

The renderiiif of hair and beard in sculpture must always 
be di/ficult* and almost paradoxical. For when we look at these 
outgrowths we do not observe definite forms, ^jiit rather light 
&,nd shade. And to render in such hard materials as marble 

c 

and bronze soft and flowing locks made up of multitudes of 
hairs seldom quite straight is a task almost beyond human 
capacity. Archaic Greek art, like* the art of Assyria and Egypt, 
took the only course oj)en to it and rendered the strands of 
hair as a sort of pattern, by spirals and \^avca and the like. 
(See Fi^s. 3, 12.) Above the forehead of early statues one 
finds rows jf curls formed like snail-shells, or like corkscrews, 
or arranged in wavy patterns. Long curls, three on each side, 
fall over tho^chest, alike in men and women, and the mane of 
long^iair behind falls straight and square, qnly marked with par- 
allel waved groo'Ves to show that it is made of separate hairs. 

After the Persian wars, the fashio'n of wearing the hair long 
gradually ^ave way among the men. Yet in the art of the 
first half of the fifth centip-y long hair was still usual, even in 
the case of athletes ; it was cut short over the forehead, and the 
lon^ locks which fell down the back were worked into a plait 
wlfich was wound round the head. As contrasted with these 
athletes, young gods, such as Apollo and Hermee, still usually 
had^nrls fj^lling from the forehead and long hair flowing over 
the shoulders. The hai» of women was done^up in a variety of 
ijets and kerchiefs, and was smooth over the brows (Fig. 8). 

1 For example, a figure of an Amazon in Furtwangler and Beichbold, 
OrUi^ische Vaienniqlereij PI. 
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As the representation of face and head became less formal, 
and more according to nature, the representation of the hair as 
a mere pattern could not of course persist. In the great art of 
the fifth centiAy hair and beard were treated rfs quite subordi- 
nate to the face and head, being both alike short and simply 
rendered. It was in the fourth century that sculptors began,* no 
doubt under the influence of portrait-sculpture, to •make more 
of the hair and beard, discovering how greatly thfey mg,y be 
used to impart character to the face, and how much they may 
be worked up from the point of view of style. If any oni 
studies the jjortraits of poets, statesmen, and philosophers of 
the fourth and following centuries, 1^. will be greatly impressed, 
not only by the remarkable beauty and dignity of the Greek 
man, but also b^the way in which the arrangement of the hair 
and the planning of the locks of the beard may be made in the 
highest sense artistic and beautiful, as Tvell as thoroughly char- 
acteristic of the individual, and of the class to which he be- 
longs. 



CHAPTER VI 


sculpture: material, space, and colouring 

♦ Itelathns to Material, — The modern sculptor works almost 
entirely in clay, and thinks rather of the purpose and destina- 
tion of his work than of t]^e material. Put in early Greek art 
the distinction of the material is important. The sculptor in 
marble was also a stone mason, and cut his statue out of the 
solid block, as indeed did Michael Anf^clg. The sculptor in 
bronze nut only furnished a clay model to the caster, but went 
carefully over the result of the fount, repairinf:^ flaws, chasing 
with a tool, sometimes adding curls, or a wreath, or a sword- 
belf, and the like. Works in bronze and in terra-cotta are alike 
in being formed in moulds, as opposed to marble sculpture. But 
between figures in bronze and figures in terra-cotta there is the 
strongest contrast of character, the soft clay lacking all the 
decisiveness and precision which is appropriate to work in 
metal. In making moulds the artist must have had this dis- 
tinction always before him. In fact, in regard to sharpness 
amLclearness of fabric, marble comes halfway between bronze 
and terra-cotta. 

Down to the middle of the sixth century the history of Greek 
sculpture auns in three parallel lines which seldom cross one 
another ; each school had its own material or class of materials 
to which it commonly confined itself.^ 

lA most useful repeitory of passages relating to the Greek sculptors is 
published by Mr. II. Stuart Joues, Ancient Writers on Greek Sculpture, 1895. 

74 



CHAP. T1 


SCULFrUUE 


76 


(1) Sculpture in wood with inlays . — The earliest Pelopon- 
nesian artists of whom we gain any definite knowledge are 
Dipoeniis and Scyllis (said to be followers of the fabled Dae- 
dalus), who settled at Sicyon about 1580 b.c. Tlieir pupils car- 
ried on the tradition. The material in which they worked was* 
chiefly wood, ebony or cedar, and 
ivory. In this school the custom 
naturally arose of using either mar- 
ble or else ivory for the nude parts 
of the body, and coloured or gilt 
wood for the drapeyy, whence came 
the idea of the chryselephantir|p 
statue in gold and ivory. As early 
as 550 n.c. we^ind statues in gold 
and ivory of Atlieiyi and of Themis, 

^ the works of two Sj^artan sculptors. 

The chryselephantine statue was not, 
as has sometimes been supi)Osed, a 
late and voluptuous refinement of art, 
but rather a survival of very early 
fabrics. The chest of Kypselus at 
Olympia, one of the earliest works 
of Greek art of which we have any 
knowledge, was of cedar, inlaid witjf 
gold and ivory. It is supposed that 
from the ancestral habit of working 
in wood weie derived the flat surfaces 
and square outlines which are characteristic of the marble 
works of the Dorian schools of the Peloponnese. gince wrks 
in wood do not survive in the soil of Greece, as they do in the 
dryer soil of Egypt, we are obliged to form a notion of thgj 
early xoana, or wooden images, from primitive Peloponnesian 
works in stone. The accompanying illustration reproduces a* 



Fig. ly. — Froni Olympia. 
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small figure in Laconian marble found at Olympia, which 
was one of ^he three supports of a trix)od (Fig. 19). It can 
hardly be said, however, that this figure x^reserves any marked 
characteristics cff wooden style. • 

• (2) Sci(Ij)ture in bronze. — The origin of scu]x)ture in bronze is 
not t^asy to trace. In existing remains we can discern the suc- 
• • ' cession of three kinds of fabric. 

Down to about 550 Bvo. it was the 
cnstoni to cast soli^ in the case of 
small figures ; but wdien large stat- 
ues were recxiyred, to form them 
^ of plates of bronze hammered into 
the desired form and riveted to- 
gether with nail^ This x>rocess 
was termed It is coin- 

in<m in the metal vessels of My- 
cenae. rausanias tells us of a 
bronze statue by (Hearchus of Rhe- 
gium thus formed; and a golden 
colossus of Zeus of the same fabric . 
was x^reserved at 01ymx)ia. The 
fabric may be studied in a bronze 
figure fi*om a tomb at Polled rara, 

^ ^u’oserved in the Pritish Museum 
(Fig. 20). The second method of 
J working was casting the parts of 
a statue in separate moulds and 
Fia. 20. -Figure from Polledrara. welding or soldeiing tliejU to- 

geth^r. I^ may be that this iinx^rovement in method was intro- 
duced by the Samian artists, Rhoecus and Theodorus, who lived 
iy the days of Croesus and Polycrates. A finetkylix at Berlin^ 

1 Gerhard, Coupes Qrecques et EtrusqveSt PI. XII., repeated in many 
hooks and dictionaries. 
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gives a representation of this kind of work (Fig. 21) : a sculp- 
tor’s workshop is shown, in which colossal bronze figures are 
being built up part by part, and the surface finished with’ the 
file. Later the cire perdue process,* which is t^at used by the 



Fio. '21. — Kylix »it Berlin. 


great^sciilptors of the Renascence, was introduced into Greece. 
In this process the surface modelling is done in which is 
an even more delicate and perfect material than clay. 

(3) Sculpture nn marble or stone . — This kind^of sculptuve 
had from very early times been practised iji Babylonia, Egypt, 

I See E. A. Gardner, Handbook of Greek ScaZpiurc, Vol. I., p. 25. 

•• • • 
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and Asia Minor, and even in Greece, as the lion gate of My- 
cenae proves. But Dorians and lonians seem to have redis- 
covered it for themselves ; for we can trace, froin the beginning 
of the sixth century onward, a regular and soniewhat rapid 
improvement in technique, while in the earliest works the 
influence of wood-carving is sometimes to be traced. The first 
school to shew seme promise of the future perfection of Greek 
marble sculpture seems to be that of the island of* Chios. The 
Chian sculptors, the list of whose works shows^ marked pref- 
A-ence for the draped female form, worked for their neigh- 
bours, and the name of one of them, Aschermus, has been 
found on a base on the Acropolis of Athens. Not much later 
than the bloom of the school of (fliios was that of some of the 
Dorian schools of Greece projjer, which, althowgh bronze was 
their usual material, have produced admirable work in marble, 
* as every ftne who has studied the Aegiiietan pediments knows. 
The work ^f the Dorian schools contrasts with tliat of the 
louians in that its motive was almost entirely athletic and 
niilifaiy, while that of the lonians was more decorative and 
soft. •This cqjitrast of the characters of the two stems, of 
which the Dorian* may be regarded as the male, and the Ionian 
as the female, element, runs through the whole history of 
Greek sculpture, the balance swaying in some schools in the 
one, ii\ others in the opposijef direction. It is impossible here 
to trace even the main outlines of the history of Greek sculp- 
turef which is set forth in the professed histories of the sub- 
ject* most briefly and clearly in Professor E. A. Gardner’s 
Handbook of Greek Sculpture, ^ 


J)ecorative and Substantive Art. — There is » radical distinc- 
tion which exists between decorative art, which is subordinate 
tb the general effect of the object decorated, temple or tomb, 
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utensil or vase, and art which is not decorative. The latter 
is often termed imitative, but it need not be imitative ; a 
statue of a Centaur, for example, cannot strictly be called 
imitative. It* would be better to speak of substantive as 
opposed to decorative works of art. Of the actual remains of 
Greek art which have come down to up, nearly the whole is deco- 
rative. The greatest statues of Greece havewhoJly perished, 
and of the lesser works of great masters only a ffiw survive ; 
nearly all are represented in our museums, if at all, only by 
Ronuiii copies. On the other hand, the decorative sculptufe 
of temples and toiiibs has survived in considerable quantities. 
In the same way, no great Greek painting is extant. Of the 
painting of the great age we have very few small frag- 
ments, while 4he decorative designs of vases survive in 
abundance. Pompeian and Roman mural paintings of the 
beginning of the Christian era are abundant, and*a few of" 
these may be considered works of competent artigfcs ; but the 
mass is of a very cheap and vulgar kind, and by no means fitted 
to give us a notion of Greek proficiency in pajnting, though 
the archaeologist can extract from it many historic facts# 

Thus it is that our knowledge of Greek decorative is 
far greater than our knowledge of Greek substantive art. 
Decorative art is necessarily far less close to nature’ and less 
under the dominion of the idea^ ^an substantive art, The 
relations between the two are like those between garlands of 
flowers woven to adorn an arbour and the trees winch bore the 
flowers in their entirety. In the case of decorative art,* the 
relaljjons of the representation to the space which it has to 
occupy are primary ; in it we expect beauty of ling and balance 
of composition perhaps more than meaning and idea. In all 
technical aspecte Greek decoration is admirable^ and yet per- 
haps its overwhelming prominence makc^ us think less tlian 
we should of the tlioi^ht and purpose involved in Greek art. • 
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We must .proceed in regular order, dealing first with the 
relations to space which hold in the case of sculpture, and more 
especially of relief work. Afterwards we will turn to the 
higher and more ideal aspects of sculpture. 

Helations to JSpa^, — Greek sculpture falls naturally into two 
parts — sculpture in the .round and sculpture in relief. Sculp- 
ture in then*ouifd again may be divided into two kinds — the 
single figure and the group. Relief sculpture may be distin- 



Fio. 22. — Argive reliefs. 


guished as high relief, middle relief, and low or bas relief. 
High relief is deeply undercut and in some parts usually quite 
sepd.rated fyom the background : the metopes of the Parthenon 
are^an example. Middle relief rises well from the background 
with abundant light and shade ; the frieze of the PartVenon 
is a good histtance. Low relief is in -character far removed from 
the other two ; in fact, its affinities to painting are closer than 
its affinities ^o sculpture. Originally dependent on the use of 
-colour, it follows ii? all its history the laws of colour rather 
\;han those of the chisel. 
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Early reliefs in bronze are not cast in moulds, but beaten up 
into them with the hammer, as arc the gold reliefs used to 
decorate coffers and other utensils. I figure casts from a mould 
used for the •production of reliefs of Argive type (Fig. 22) 
now preserved in the Ashmolean Museum. Here separate 
compai*tments are ranged side by side, and in each is a bal- 
anced design complete in itself. 

Tlte Temple, — Since a large proportion of the extant sculp- 
tural remains qf Greece belonged to temples, it becomes ver^ 
important to trace their relations to the form of the tensile. 
These sculptural dqifjorations consisted cither of (1) the pedi- 
ments, (2) the metopes, or (3) the f j^eze. 

(1) The pediments occupied the triangular spaces at each 
end of the tenif^le, above the entablature and under the roof. 
The Greek name fyr pediment, acTw/jui, js taken from the shape, 

^ which is like that of an eagle with spread wings. As regards 
both subject and treatment, the pediment was governed by 
strict laws. The subject was usually taken from the cycle t)f 
myth belonging to the tcjnple or its deity, and Tisually the 
subjects chosen for the pediments liad som/i relation one 
to the other: at Acgina the two exjieditions aginst Troy 
were commemorated, on the l^arthcnon, the birtji of Athena 
and her victory over Poseidon, and so forth. Tlie^ triangular 
form of the space caused the tal4e^f of the figures — that is, 
according to the ways of Greek art, the most dignified of them 
— to be placed in the middle; and thus naturally the whole 
action was concentrated in the midst in a fashion somewhat 
like Jhe concentration of interest at the end of a tragedy, 
and the figures at either side were of subordijiate impor- 
tance. In the corners were commonl}* placed reclining figures 
which marked hhe time of the event (sun and^ mooM?), the 
place of the event (local nymphs and rive^^s), or other circum- 
stance. The action which culminated in the midst either* 
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flowed thence to the corners or else flowed from the corners to 
the midst. 

A more exact analysis of an example will illustrate the de- 
fined and rigid* principles on which the sculpt6r of the pedi- 
ment worked. We take as our example the west pediinent of 
the temple of Zeus at Qlympia, the arrangement of which by 
])r. Treii scftrcel5’^ admits of dispute. The subject here is taken 
from,, the marriage of Peirithous ; Pausanias says that it was 
selected because of the two most prominent^ persons repre- 
lented in it; Peirithous was son of Zeus and Theseus de- 
seended from Pel ops. The connection is^not very close ; in 
fact, one suspects Attic inij^uence in the choice of the subject, 
since at Athens Peirithous and Theseus were closely associated. 
However that be, what is clear is that the sculptor at Olympia 
had to compose a pediment representing th^ violent conduct of 
the (yenthurs invited to the wedding, and the fashion in which 
the bridegroom and his friend Theseus punished them. In the 
midst of the pediment (Fig. 23), like the tongue of a balance 
between two^evenly poised scales, stands the dignified figure 
of .A^iollo, wjio, present invisibly, is really controlling the 
course of events. We must suj)])ose the door of the guest 
chamber to be behind him ; out of it issue forth on either side 

f 

Theseus and Peirithous, armed with any weapons they could 
grasp^ in hot pursuit of tjie Centaurs, who have seized upon 
the bride and her companions and are trying to make their 
esc&pe with them. To each of the heroes is opposed a Centaur, 
in tlie very act of trying to lift his prey. And on either side 
of these central groups are other groups, br symplegmata,,care- 
fullyi balanced one against another on either side of the middle, 
representing the struggle- of Centaur and Lapith, the balance 
of victory clearly inclining in favour of the Matter. Beyond 
lie aged women reclining on cusbions; evidently slaves who 
^are crouching in terror; and outside these again, to mark the 
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locality, the young and beauteous forms of Thessalian nymphs, 
who look on with that divine calm with which nature watches 
the* struggles and crimes of mankind. 

The spatial Adaptations of this pediment deserve a closer 
consideration. Omitting the two nymphs, which are a mere 
framing to the scene, ^nd examining the groups from left 
to right, washaJl see that the numl>ers of figures in them pro- 
ceed, in a fegular rhythm, 1323132 3 1; and we shall 
observe not only how each group balances its match in the 
btlior half of the pediment, but also how the lines of. each group 
are precisely adapted to its position. And further, it is possible 


X 



Fig. 24. 


to take a point a little above the centre of the pediment, and 
thence to draw lines which shall iiass as it were through the 
centre of gravity of each group, following the lines of its 
general direction (Fig. 24)^ fact, the composition of a 
pediment is as exactly regulated as that of a sonnet or a 
Spenserian stanza : the artist has liberty only in certain direc- 
tions, and‘must not violate the laws of rhythm. The opposite 
(eastern) pediment is composed on similar lines. The subject 
is the preparations of Oenomaus and Pelops for the chariot race 
which was to decide tl\e future of Peloponnesus. Zeus is in 
the midst, invisible like Apollo on the opposite pediment. On 
one side of' him are Oenomaus and his wife Sterope, on the 
other side Pelops and his desUned bride Hippodameia. The 
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chariots of the two competitors with their attendants come 
next ; the river-gods Cladeus and Alpheiis recline in the angles. 
Here the action moves not from the middle to the angles^ but 
from the angles to the middle; it is centripetal, not centrifugal. 
But the whole falls into groups as readily does the Centaur 
pediment. Zeus, the competitors, the chariots, the river-gods, 
make in all seven groups. The rhythm here rflns 1*4 2 1 2 4 1; 
and side balances side accurately. The lines of gravity* here 
also meet at a point above Zeus. 

And in addition to the order in the separate pedimentsi we 
have a correspondewce between one and the other, especially as 
regards the apex and the corners only that in one pediment 
we have parade-like repose, in the other strained action. To 
modern critics Of art the pediments of Olympia have been a 
great disappointmefit — and certainly ^ley have not the finish , 
> and the charm of those of the Parthenon — but we must re- 
member that they wore meant to be looked at fron#a distance, 
and that they are decorative rather than substantive scnlptjire. 

The growth and decay of i)edi mental sculpture is very 
characteristic. In the pediments of the sixth century, such as 
those recently discovered among the wrecks left by the Persian 
spoilers on the Athenian Acropolis, the corners ef the pedi- 
ments are occupied by the fish- or serpent-tails cf fabulous 
monsters. In the best work of •the early fifth century, the 
Aegiiietan pediments, the whole composition is admirably bal- 
anced, the centre being occupied by the figure of Athena and 
the corners by wounded and dying men. Yet here it is single 
figure that matches single figure-: we may say that we have 
rhythm, but no harmony; the correspondence of ii(fe to %ide 
is too hard and mechanical. As the fifth century progresses, 
and the great temples of Greece rise, this precise^ipoiideration 
gives place, in the pediments of 01ympia*to the balance of ^ 
group against group, ai\djn the pediments of Jhe Parthenon to 
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even more subtle rhythm, one seated and two reclining figures 
balancing two seated and one reclining, male figures correspond- 
ing to female §gures, and so forth. Of the pediments of the 
fourth century we have little exact knowledge; but if Pausanias 
is to be trusted when he tells us that Praxiteles depicted in the 
pediments of the temple of Hevakles at Thebes the labours of 
the hero, i^wouTd seem that within a century of the completion 
of the Parthenon the art of choosing satisfactory subjects for 
pediments had been lost, since a series of coenbats is a most 
uncuitable theme for a pedimental composition. If it be 
thought strange that so simple a condition as the triangular 
form of the pediment slv)uld prove so trying to the Greek 
sculptor, it should be observed that modern sculptors also have 
tried their hands at xjedimental compositions, and with very 
moderatio success. would not be eas} to find a xdeasing 
modem pediment. Of course the modern sculptor works at a| 
disadvantage, as the resources on which the Greek relied are 
no^ ox)eri to him ; he cannot vary the size of his figures in ac- 
cordance with tlieir dignity, or fill tke corners with reclining 
river-gods. 'But even ax)art from these disadvantages, the 
difficulties inherent in the form are very great. 

(2) The» metopes were originally the ox)en sj^aces which 
sex)arated the beams supporting the roofs of temples ; but in 
the ‘perfected form of tii4 temple they were square spaces 
alternating with the triglyphs and running round the whole 
of the temples of Dorian order. Sometimes, especially at the 
ends of temples, they were sculx)tured. To the sculptural 
decorator they offered series of spaces of the same sjze and 
square shape to be adorned with reliefs which must needs 
be bold and high, in ofder to be visible in recesses under the 
roof and between the projecting triglyphs. Tl'he shape of the 
field limited the ^ compositions to two or three figures; and 
the only suitable subjects were i)airs q;f combatants, or dramatic 
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incMents confined to two or three actors. Such series as the 
labours of Herakles, as in the metopes of the temple of Zeus 
at Olympia (Fig. 25), or else the struggles of Theseus, com- 
bats of Centaur and Lapith, of Greek and Amazon, of Gods 
and Giants, naturally suggested themselyes, and were re- 
peated with what seems to us wearisome iteration from temple 
to temple. The temples, in the adornment of v^ich*Uie greatest 
originality was displayed, such as the Parthenon, furniSh ns 
with a few otlftr groups, such as scenes from the taking 
Ilium. In the case of this temple some scenes are spread over 
two metopes ; but this was seen to be a mistake in method, 
for it was of the essence of the matope to be a closed group. 
Infinite diversity ranging within narrow limits of subject and 
of composition was a thing which pleased and satisfied the 
Greek artistic tast^, not only in sculptiiirc, but in all forms of . 
• art and literature. The ponderation of the groups and their 
planning so as to fill the space at disposal was a mfitter which 
greatly attracted the Greek artist, and in which he attainetj an 
unrivalled mastery. There are few metopes of the good age 
which will not bear a severe artistic anatomy, a tracing o\it of 
the lines of the composition, audits reduction almost to a mathe- 
matical scheme. When we treat in chapter XI. o£ the compo- 
sition of vase-paintings, we shall go farther into th^ principles 
followed by the Greeks in the arrangement of simple groups. 

(3) The frieze is by no means invariable on a Greek temple ; 
in fact, the Parthenon is the only Doric temple on vjhich there 
is such a thing, though it was usual in the case of Ionic temples, 
such as that of Athena Nike. The frieze was best adapted 
to some continuous subject. Often the Greeks used it fof the 
representation of a battle, which coirtd either be represented 
in a continuous jfuccession of groups of combatant or broken 
up into a series of duels, as in the metope*. In some Greek ^ 
friezes, as in those frfm the Treasury of Cnidus at Delphi 
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and those from the Heroon at Trysa, we have series of mytho- 
logical scenes of various lengths and chosen very much at 
random, like the series of paintings on early black-figured 
vases. The one instance in which a supremely successful 
result is attained in dealing with the conditions of the frieze 
is of course the Panathenaic frieze of the Parthenon. The 
spectator can follow the procession there depicted from its 
start at the southwest corner of the building, as the ‘pace 
at first grows mftre rapid, till we reach the bouiuling chariotsy 
and then grows more sedate and stately as we approach •the 
spot where the sa<!i*ifice is prepared, and the gods wait to 
receive their approaching votaries f on whichever side of the 
temple the visitor walks he will see the same order of i)to~ 
cession, and receive the same impression. On one of the 
tombs from Lyeia (ffi the early fifth century there is proces- « 
' sion of figures walking and riding in chariots, and on the 
sarcophagi from Sidon we find dejiicted funereal ffavalcades ; 
but it must be allowed that Greek artists do not al\iwiys 
realize the possibilities offered them by the moimments they 
arc set to adorn, as regards subject. Their minds seem often 
to be so set upon overcoming the difficulties of the task by some 
new arrangement of schemes, that they neglect •the higher 
possibilities. This is another form of the rhetorical tendency 
of which I have spoken. The principles of balance aTe by 
no means neglected by the Greeks, even in the continuous 
representations of friezes. Any one who visits the Mausoleum 
room at the British Museum may observe that it is possible 
in thrt frieze sometimes to select a group and to discern how 
on either side of it figure balances figure and arttitude Atti- 
tude (Fig. 26).' "^The same thing liofds of the frieze of the 

1 See especially the figures on either side of Series j., 8 and Series III., 3 in 
Overbeck’B representation of the frieze in Ed. IV. of his History of Sculpture,* 
or Alte Denkmaler, II , FI. 
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monument of Lysicrates at Athens. There the figure of Dio- 
nysus with his panther is central, and if we move from this 
central group to right and left, we shall find an extraordinary 
balance of satyr against satyr and pirate against pirate. 
But perhaps the most remarkable examplei of balance in a 
frieze which has come down to us is tiie battle scene from the 
Alexander sarcophagus at Sidon. This is further "considered 
in chai)ter Vlll. 

Other works df decorative art, not connected with temples# 
and tombs, are composed with careful reference to spatial con- 
siderations. This p£ft‘t of our subject, however, is better treated 
of under the head of i)aiiitiug, as wacan best illustrate it from 
the designs of Greek vases. 

Thei*e are, however, a few conventions belonging especially 
to sculptural groups* and reliefs which way here be mentioned. 

• Isocephalism is the convention whereby in a continuous relief 
the heads of the persons portrayed are kept as far Ss possible 
on a level, whether they be seated, or on horseback, or stand- 
ing, This, of course, is not a hard and mechanical rule, but 
rather a tendency. The frieze of the Parthenon will supply 
abundant examples : the heads of the horsemen, the charioteers, 
the walkers, and the seated deities are almost on a fevel. 

Tlie heads of seated and of standing figures could be thus 
placed at the same level only by inking the former of l&rger 
stature. And this brings us to another sculptural couventipu, 
that of adaptation of stature to dignity. In grou^w, whetlier 
in the round or in relief, it is usual to represent the figure of 
greater importance or dignity on a larger scale. Gods jre repre- 
sented as taller than mortals, kings than their subje(?ts, freemen 
than slaves, and hhman beings in comparison with animals such 
as horses or oxen are represente/1 in somewhat mort than their 
actual proportions. It is a result of the idealist spirit wdiich 
pervades Greek art andv'^kes the artist regai;d ideal or moral 
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truth as more important than precise correspondence with vis- 
ible fa(!t. It is evident that this particular invention was of 
especial value in the composition of pediments^ in which the 
most important figures would naturally be placed in the midst, 
where the form of J}he pediment allowed of greater height. 


That colour is of the very essence of Greek architecture we 
'l|ave already seen. And as the decoration of Gr6ek temples con- 
sisted not merely in painted ornament, but also largely in panels 
filled with sculptured reliefs, it is quite liatural that colour 
should have been used largely in these reliefs ; otherwise they 
would have failed to correspond to their environment. Greek 
substantive sculpture, as we shall see, was painted ; but in deco- 
,rative sculpture colour ivas far more necessary and universal. 
In temples the backgrounds of pediment, metope, and frieze 
were painted of some uniform colour, against which the figures 
of ’the relief stood out. And these, also, were tinted or painted 
almost throughout, while accessories such as armour, horse- 
trappmgs, and the like were added in bronze or other metal, so 
that* the whole must have produced a variegated and vivid effect. 
This is no m^itter of mere conjecture : a careful examination of 
the temple«sculpture found at Aegina, Olympia, and other sites 
has always resulted in th€F 3iscovery of considerable remains 
of colour. 

For example, Professor Brunn's examination of the figures of 
the Aeginetau pediments at Munich showed that while the 
naked bodies of the fighting warriors were only tinted* and 
thrown up ^by a dark red background, the garments and 
armour were strongly ebloured. The peplo? and sandals of 
Athena werei painted red ; the helmets of the warriors were 
Jalue, with red crests. Eyes, lips, and hair of all figures were 
painted, and traces of red on some of Jthe bodies seem to have 
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represented blood flowing from tlie wounds. Little holes in 
the marble show where sword-belts and ornaments of the hel- 
mets in bronze were fastened. 

Careful examination of the soulpture of the temple of Zeus 
at Olympia led to similar discoveries. The kickground of the 
metope representing Heracles struggling with a bull (Fig. 25) 
was coloured blue, the bull’s body brown, the* bacTc^round of 
the metope representing the slaying of the Lernaean hjrdra 
was red, the hydta itself blue. The hair, lips, and eyes of Her-/ 
acles were coloured. In case of the pediments, though few 
traces of colour rennffiiined, yet tlie rudimentary way in which 
the hair and beards of the figure^ were worked out by the 
chisel proved that much had been left for the brush to make 
clear and emphatic. 

The fact that Gi^ek decorative sculpture was painted has 
•been made more familiar to modern students from their seeing 
the remains of the archaic temples of Athens no\^ carefully 
preserved in the Acropolis Museum. The monstrous male head 
with blue beard and green eyes which comes from an early lime- 
stone pediment, the variegated bodies of Triton and of the bull 
pulled down by two lions, have become familiar to us and given us 
a vivid notion of the strong and even crude colouring «f*the early 
limestone sculpture of Athens. Two things are made clear to 
us: first that the colours thus used were few and simple, bidght 
hard red and blue principally ; and second, that in their use 
the guiding principle was not the imitation of nature, but the 
production of a decorative design. Blue hair, red eyes, oxen 
striped with green, are no exceptional occurrences. 

We find, as might be expected, that in later and more ta*fete- 
ful ages early crude colouring gives way to painting at once less 
glaring and more in accordance with natural appearances. I 
have already spoken of the temple sculptifres of Aegina and 
Olympia. But if we vroyld see the colouring of decorative 
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sculpture at its best, we must turn to the beautiful sarcophagi 
from Sfdon now preserved at Constantinople.^ On the great 
sarcophagus on which one of Alexander’s victories is de- 
jjicted (Fig. 30) everything is coloured — the background, the 
dress and arms o^the warriors, their hair and eyes, even the 
bodies of horses and men. But all is softened and subdued, 
and althou^ a*decorative effect is aimed at, yet there is no 
clashing with natural appearances. Dresses are of bright and 
^H^aried colour ; but the blue colour of steel, tlwe reddish brown 
of biiir, the tints of flesh, are carefully and naturally ren- 
dered. And the painter has succeeded by* some process in so 
laying on his colour that ij does not conceal the transparent 
shine of the marble, but mingles with it. 

As regards substantive sculpturey our evidence is less complete 
^and definite. From th^ evidence of the ardhaic female figures 
• found on the Athenian Acropolis we know that in the days 
before the •Persian wars statues dedicated to the gods were 
col(|ured almost as fully as the pedimental figures of which I 
have si)oken, and on similar decorative principles. The female 
figures dedicated to Athena still retain much of their colouring, 
and* we can follow the bright patterns with which the borders 
of their garments were adorned, as well as the painting of their 
eyes and l\aii’ and other parts.® There can be little doubt that 
in the course of the fifth* century, as sculpture became more 
masterly, it left less and less to painting, and that the colours 
used in painting statues became less hard. Yet since we are 
told that the eminent painter Nicias was employed to tint the 
statues of Praxiteles, we may be sure that even in the fourth 
centfiry stakies were not uncoloured. The evidence to be 

1 These are admirably reproduced, partly in colour, iii the work of Hamdy 
Bey and T. Reinacli, Une n^cropole roytile a Sidon. 

m 3 gee Colliguon’s Histoire de la Sculpture grc^quCy Frontispiece ; also a 
coloured facsimile in the Ashmolean Museum, ^ 
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gained from existing statues is scarcely conclusive.' Many 
experiments have been made in the endeavour by colouring 
casts to reproduce the aspect of original Greek statues, espe- 
cially by Dr. ♦Treu in the Albertinum at Dresden. But such 
attempts are seldom or never quite successful, in part per- 
haps because it is impossible to give to casts anything like- the 
warm transparent surface of marble, and a layer.of colour on 
them is opaque and dead, whereas the colour on •the iparble 
sarcophagi fronj Sidon seems to be semi-transparent. 

Perhaps the best notion of the colouring of Greek statues llT 
the fourth century ^nay be gained from an examination of the 
charming statuettes discovered in recent years in great numbers 
at Taiiagra in Boeotia. When found these statuettes are as 
bright as spring flowers, and although some of their freshness 
disappears on exposure to the air, yet enough remains to give 
us a hint of the appearance which a gallery of sculpture wouldf 
have produced in the later age of Greece. ^ 

1 See, however, the head of Athena in Antike Denkma?er, Vol. I., 3^ hiid 
the British Museum head iu the Jahrbuch des Arch. Inst., 1899, PI. 1. 
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The Greeks, as has been well observed by Brunn, proceeded 
in art as in their written literature. Thej^ borrowed from the 
Phoenicians and other peoples the letters of the alphabet, but 
they used these letters to express their own ideas in their own 
language, and according to the rules of their own grammar. 
Similarly, they began their artistic activity* by borrowing from 
the nations around them, or it may be from the primitive, 
dwellers igi their own country, certain simple forms — the 
human, the forms of animals and monsters and plants. For 
a long while they did not from the technical point of view 
improve on these, but they used them almost from the first to 
embody their own notions of decoration, their own religious 
beliefs, ap^ the tales of their ancestral heroes. 

The growth of Greek sculpture from such simple and rude 
sketcjies of the human figifre as are common to most nations 
would of course have been impossible without a close and lov- 
ing obser\^tion of nature. But the Greeks were determined 
to*see with their own eyes. Other peoples of very inferior 
artistic capacity, the Etruscans for instance, were more apt in 
copying Ifbe^careful and stylish representations brought to them 
in the way of commerce by the Phoenicians. • But the Greeks, 
instead of travelling in the facile ways of the imitator, seem 
from the first to Jiave hammered out a style of their own. 

* The early figures of Apollo and of athletes, with which Greek 
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sculpture begins, are rudely cut, of simple and even repulsive 
aspect. Their great merit lies in their independence. Rude 
as they are, they cannot be confused with the productions of 
any other people. 

No doubt the representation of men and women in Greek art 
rested upon a solid natural base; namely, thS beauty of Greek 
men and women. Into the causes of this beauty w^ cannot go; 
it was partly the result of favourable natural surroundings, 
such as climate, partly of good social habits, partly it was ai 
racial character. The divine Providence gave to the Greeks' 
this inestimable gift. In the case of the men, the beauty is 
more easily understood, since they led free and healthy lives 
and daily practised in the baths anfl gymnasia. But how the 
Greek women acquired and maintained the astonishing beauty 
which we see in Aphrodite and Ilera it is difficult to under- 
stand ; certainly they led secluded and inactive lives. • 


It is beyond doubt the close relation maintained betwfien 
Greek sculpture and athletic sports which lies at the root of 
its excellence. Some waiters have dwelt much on the religious 
character of the Greek games, — and of course they w^ere culti- 
vated in connection with the great shrines of Greece, and were 
a part of the festivals in honour of the national deities, Zens, 
Apollo, Poseidon, and others, — but to speak of the religious 
character of the Greek games is something of an inversion, and 
conveys a false notion to a modern reader. For Tt was the 
intense conviction of ,^he value to mjin of such strength and 
beauty as were promoted by the games which procuted t^jem 
the patronage of the gods who represented the state and the 
race. Religion ]^as in modern days been confined to certain 
fields of human activity -- the# spiritual side of man as con- 
trasted with his more material side. But Greek religion, 
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which in depth could not compare with that of modern times^ 
covered a wider field, and every power and aptitude of man, 
and indeed every form of enjoyment, was regarded as under 
the i)atronage of the gods and as pleasing in their eyes. 

Greek athletics differed from those of modern days espe- 
cially in three ’^ays. In the first place, they were more gen- 
erally pragtise^l. Probably almost every young man who was 
not deformed in body or of servile station occuj)ied some of 
the best hours of the day in the exercises of the palaestra. 
Secondly, the Greek athletes practised and competed stark 
nafked, and it needs but a moment’s thought to realize the 
advantage which the sculptor would derive from the observa- 
tion of so many fresh yodng bodies in every attitude of strain 
and confiic.t. Thirdly, in Greek atliletic.s great attention was 
paid not merely to results achieved, but^to style in perform- 
ance. /The exercises took place rhythmically, to the sound of 
the flute, and grace of action was quite as much admired as 
mere force. In modern athletics, on the other hand, results 
only are considered. 

Setting aside mere difficulties in execution and technique, of 
which 1 have already briefly treated and which could be con- 
quertul only by practice and apjdicatioii, let us turn rather to 
the psycIliJdogical side of Greek sculpture, and try to discern 
what id^s and purposes yispired the sculptor. , What did he 
try 'to accomplish by means of his assiduous study of the 
human frame; to what ideas did he try to give an outward 
and visifite ex^iression? We must successively consider secu- 
lar and religious art, the representatioi^s of human beings and 
of the gpds. 


The Greek sculptor or painter, who spent a great part of his 
time in watching the exercises of men, in seeing the most per- 
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fectly made of the youths strained in every pose of running, 
discus-throwing, and wrestling, would start with such a know- 
ledge of the beauties of the human form as a modern artist can- 
not acquire. ITLit he was not satisfied with the mere athlete of 
every day. He sought the type through selection from the 
particular. He studied many athletes, and by a process of 
selection and abstraction found among them hi:?ideftl, or rather 
several ideals. For it is evident that the boxer, the discus- 
thrower, and tliew runner would be of very various build and 
development.' For some exercises strength and hardihood 
were essential, for some suppleness, for some a particular build 
of limb. It has been too much the custom for those who have 
written on Greek sculpture to set down a statue as an athlete 
of this or that sculptural school; but the word athlete is far 
too vague ; archaeologistvS ought to decile whether the statue 
;Ls of a boxer, a pentathlos, a short-distance runner, and iiie like. 
Such distinctions clearly involve some detailed know^ledge of 
training for modern athletic sjwrts, and are worthy of carejifl 
consideration. 

Professor Brucke of \ienna has pointed out in an admirable 
work^ how especially beautiful details in the human body, 
found but rarely in nature, are common in Greek scuh^^ture, and 
how when a particular formation of a muscle or a Jimb was 
recognized as the best, it was presef^d through generations of 
sciil liters. There was a continuitj" of tradition. Myron first 
showed how to balance the body in strong motion, l^plycleitus 
perfected the representation of the trunk, Scopas the treatment 
of eye and brow, and s6 forth. 

It has been objected that by putting together the ^xcellerffces 
of various subjects one could only prodfice monsters, since na- 
ture works out ea(Sh body on a consistent plan. This objection 


1 See above » chapter II. 

^ The Human Figur^, Translated by W. Anderson. 
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holds good if the outward beauties be mechanically copied. 
But if the artist has the power to go deeper, to see how na- 
ture works, and to enter into her spirit, he may succeed in pro- 
ducing not a monster but an ideal, free from tKe defects which 
mark every individual figure. Nature, if one may venture to 
say so, in every case fails fully to reach the perfection at which 
she aims. ^ The artist who can see the pattern according to 
which she worked may succeed in embodying it more perfectly 
in bronze or marble than it is embodied in flesh and blood. 

I 

Such an artist would combine idealism with what I have above ^ 
called the higher naturalism. 

The views which I have been stating emphasize the great 
influence exercised in Greek sculpture by mental processes as 
compared with mere impi'essioiiism or naturalism. As every 
representation of early art rests on a mental construction, so 
every figure of mature art rests upon judgment, which discrimi- 
nates between good and bad, and emotion, which loves the good 
ai}d rejects the bad. The aesthetic nihilism, if one may so term 
it, which is willing to copy whatever nature may offer, was 
very far from the artist’s mind. It w^s not spontaneous varia- 
tions in the evolution of man which he wished to.perpetuate, 
but suclrwariations as spoke of purpose and ideality in the 
forces which were moulding man. 

It. was thus from the prdfctice of athletic sports that Greek 
sculpture learned its great lessons. But the faculty of working 
for the i4^al thus acquired was exercised in other fields. The 
representation of the female form in Greek sculpture is not so 
varied and masterly as is that of th^ male form, nor does 
it ^o soon reach perfection ; it is not until the fourth century 
that female types of supremff physical loveliness are produced. 
In this cjise the beauty must be racial; for the women of 
Greece, at least in Athens and the Ionian cities, led sedentary 

lp.l3. , 
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lives, and did not systematically cultivate either health or 
beauty. Nevertheless, they must have achieved them to a de- 
gree very rarely found among the women of modern Europe. 
Here again, no doubt, the exquisite types which have come down 
to us combine the beauties of several individuals wonderfully 
gifted by nature. We are told of the painter Z^uxi^ that when 
he received a commission to paint a figure of Helen for^the 
people of Croton, he made it a condition that he should have 
opportunities of Studying the forms of the most beautiful vir- " 
gins of the city. Ho selected for more detailed study fiVe, 
whose names were ITanded down in honour to future genera- 
tions.^ 

The sense of beauty thus born of the observation of beautiful 
young bodies spread farther, not only to grouping and the study 
of drapery, but also \o portrait-sculptured This is a branch of 
tocient art which lias hitherto been much neglected, strangely 
enough, since it appeals in a special degree to the modern taste^. 
In recent years important works, published of course in Ger- 
many, have made the study of ancient portrait- sculpture for the 
first time possible.® In* turning over the portraits of Greek 
statesmen, poets, and philosophers, one is fairly amazed at the 
high level of beauty which they show: here a beauty riot merely 
of outline and physical condition, but of mind and character. 
These great men seem to belong to a lace which has perished, 
one very little resembling the inhabitants of modern Gree'^e, 
but more like fine Italian or Teutonic types. It is *h race of 
kings, reminding one of nothing so much as the heroic figures 
which jjneet us in the Litm of Plutarch — a book which ^as 
perhaps done more to foster m^liness than any •book ever 
written. 

1 Dionys. Halicarn., De priscis aoript. pens.^ I. ; Cicero, De invent. ^ IT., 1, 1. 

^ Especially Arndt’s great series of photographs, Orif^thische und RUrniache 
Portrdta; and Bernoulli’s useful Griechiache Ikonographie and Ritmiache 
Ikonographie. 
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It is, at least, very probable that a deep-seated cultus of 
beauty "in the race would tend to produce beauty in chil- 
dren. This is a matter on which obviously I cannot here 
enlarge ; but some of the evidence collected hy Mr. Myers is 
striking,^ and seems to indicate that mental suggestion made 
to women may modify the character of their olf spring. 
This mental element has never yet been properly taken into 
acc6unt in ethnograidiic inquiries ; it may be of the first im- 
I)ortaiice. 

tThere is also a marked contrast between the conditions under 
which the ancient and the modern sculptbr work. In our days 
the sculptor ordinarily works from a single model, and the 
works exhibited at the lioyal Academy show that the models 
accepted by modern sculptors are often of very poor type, ill- 
nouristied and ill-traiined. Among a people predominantly 
urban, and living under unhealthy conditions, the admiratioTl 
of robusf beauty in man and woman is apt to give way to 
admiration of what is fashionable or smart. The danger of 
physical degeneracy hangs low over all the nations of Europe. 
Our continual competitions, our restless travellings, our reck- 
leSs sacrifice of all that restrains, in our endeavours to reach 
certain ^ds, make a gospel of rhythm and moderation seem 
to us duil and poor. It does not spur our jaded energies, or 
rouse \is with a stimulating appeal. And yet, as it seems to 
me, unless the English-speaking races return in some measure 
to the artistic ideals of Greece, they are in the long run 
doomed. Overpowering ugliness of surroundings, physical 
degenei;jacy, nervous exhaustion leading to sterility, aU these 
have, in spite of the elToi*ts of a few, steadily gained upon us 
in recent decades; and the road which they^mark leads to de- 
struction. Those doctors who, instead of trying to patch up 
the ravages of dii^ase and to prolong radically unhealthy lives, 
1 F. W.iH, Myers, Human PerwoW^y, Vol. II,, p. 616. 



VII 


FORMATION OF SCULPTURAL TYPES 


103 


earnestly give themselves to making war on the outward con- 
ditions which lead to degeneracy, do us infinite service. 


Though Greek art be based upon physical ^beauty, other and 
more strictly ideal elements enter into the superstructure. ’ It 
is also essentially religious. Most of the great religions of the 
world — Buddhism, Judaism, Islainism, even Christianky — 
are inimical to ^ilastic art, since they turn the eyes of their 
votaries not outward upon man and nature, but inward on .the 
human heart. But tihe Greek religion was naturally allied with 
I)lastic art, and in a great degree lived through it. Greek reli- 
gion found the way to embody in art all that most stirs the 
religious feelings of men at the stage of naturalism : the sun in 
its spendour, the nK)on in its gentle ronyince, the ocean and the 
river, the rock and the forest. It peopled the mountain glens 
and the waves of the sea with an overflowing life human in its 
forms. It found a natural and a concrete expression for. all 
that excites the delight and the awe of the primitive man in the 
presence of nature. The modern artist renders the features 
of nature as he sees them, adding no doubt to the scene some- 
thing of human emotion, which makes it interesting. The Greek 
boldly translated them by means of human parjillgls. And 
something of this religious rendefl-ing remained in sculpture, 
even when it had in the Ixdiefs of the people almost been lost 
sight of. Poseidon, the ruler of the sea, with vas^, chest and 
unkempt hair, retains something of the resistless power of llie 
wave and the drift df the seaweed. Apollo’s long flowing 
locks to the end remind us that in the poetry o:J nature^ the 
rays of the sun axe thought of as the hair of the sun-god. 

Afterwards, uftder the influence of the Olympian religion, 
mere naturalism took on an e^lhical character, and the gods , 
became more human as well as more humane and righteous. 
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Working on parallel lines, the Greek artist took up the task 
of adding a certain degree of moral and spiritual elevation 
to mere physical beauty. The type of the god grows apart 
from the type of the athlete, and the goddess is differentiated 



Fig. 27. — Artemis, Olympia. 


from a mere mortal woman. They are touched by the light 

of aiaother world. But it was not in the Greek nature that the 
<■ 

other-worldly elements .should be entirely victorious, and put 
the merely , human in the background. The Greeks stopped, 
at least in their gr^at period, at a measure of moral and reli- 
gious idealism with which plastic art could cope. 
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The essential difference between the religious art of the 
Oriental nations — the Babylonians, Assyrians, and Egyptians 

— and that of the Greeks was that, while the representations 
of the deities* in Oriental art were symbolic, in Hellenic 
art they were ideal. The Egyptian or Assyrian artist dis- 
tinguishes his gods and his goddesses by the animal heads 
which they bear, the attributes which they^caiay in their 
hands, or their dress. Deities are sometimes represented in 
monstrous formj^part beast and i)art man, each feature bear- 
ing a meaning which does not lie on the surface, but which 
lias to be explained by the priest. If a Baby Ionic artist 
wishes to depict the swiftness of a deity, he gives him wings 

— wings not meant to fly with, but*only to be worn as a sign. 
If the artist wishes to represent his power over nature, he 
places in his hands, in conventional or heraldic arrangement, 
a pair of lions or of stags or of composite monsters, who* 
stand for the malign influences of the spiritual wj^rld. And 
the Greeks, in the earliest stage of their art, would adopt freyn 
their neighbours such types — animal-headed, winged, holduig 
monsters (Fig. 27) — and give to them the names of their own 
deities. Even in the time of St. Faul the Greeks of E^ihesus 


worshipped Artemis 
in the form of a 
rude, misshapen im- 
age, whose many 
breasts indicated the 
rich and abundant 
life of the valley of 



the Cayster (Tig. 28). - Artemis ; Coin of Epkesus. ^ 

As it grew tovjards maturity, Greek^culpture discarded this 


inartistic and dbnventional symbolism. Aristotle observes 
that a work of art is no merft symbol, bujb a likeness. It is 
true that the deities to the last, especially in their formal 
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cultus-images, retained attributes indicating their special prov- 
inces or functions — Zeus carrying the thunderbolt as master 
of the sky, Apollo the lyre, Artemis the bow, the herald-god 
Hermes his wand of office, and so forth. But apart from such 
attributes, which ^may fairly be regarded as survivals, each 
deity does, in very form, pose, and dress, embody the character 
and functions v^iich especially belong to him. It was a slow 
and gradual process, which can be traced in existing sculptural 
works, an evolution which took place in the tli©ught and spirit 
of the Greek people, and was embodied by successive sculptors 
in their productions. 

Human materials wbre, of course, used in the production of 
the divine results. The type of Zeus, the father of gods and 
men, is a reflection of the Greek human father, as we see him in 
* the Athenian sepulchral^reliefs, seated amid'his children. The 
^ype of Apollo is that of the young athlete, in all the glory of 
perfect syi»metry and agile force. Hermes is the idealized 
herald, Asclepius the idealized family physician. The type of 
Ajtemis is taken from the active virgins of Laconia, skilled in 
athletic sports, and said to be capable of^ wrestling with youths 
of their own age. If we compare a later sculptural type of 
Artemis, the well-knovm figure of the Louvre, for example 
(Fig. 29), with the types above mentioned, we shall see how a 
mere external symbolism giv^s way to an incorporation in the 
figure itself of its divine attributes. The swiftness of the deity 
is nb longer represented by the addition of merely symbolic 
wifigs, but is seen in her lofty and strongly knit frame. The 
power over the animal creation which belonged to the goddess 
is no^ longer represented by placing two lions or two stags in her 
hands, but by the deer which runs beside her, a willing votary 
and no longer a mere captive. Even barbarous 'i^rt might easily 
represent a deity of nature as ihnning and drawing the bow.' 

1 CkJinpare the Mycenaean gem, Furtwangler^ Antike Qenxmen^ PL II., 24. 
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The superiority of the Greek rendering lies in the thoroughly 
harmonious and ideal character of the statue, which represents 
not a mere woman, but a being of perpetual youth and vigour. 
It differs from 
the works of bai- 
barous art as a 
Greek poem dif- 
fers from a rudely 
cut pictograpliic 
legend. 

Athena is some- 
what unusual, 
retaining all 
through the his- 
tory of Greek art ' 
her arras, her 
helmet and aegis, 
save in a few 
excejitional cases. 

The reason of 
this is that the 
goddess of war 
must be martial ; 
and as there were 
no martial women 
for sculptors to 
copy, they had to 
add armour to an - Artemis of the Louvre. 

ordinary woman. The thoughtful face and roun^ecT limbs of 
Athena stand in strange contrast ta her martial equipment. 
Here mere syinbolism has survived. We must ^ot, however, 
lose sight of the fact that Athdna had becofiie closely identified^ 
with the corporate personality of the great city of Athens, over 
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which she presided. She had to embody that city in all its 
activities— in arms as goddess of victory, in arts as Athena 
Ergan^, the patroness of work, in health and beauty as Athena 
Hygieia. 

the representation of some other deities we may note 
traces of symbolism which survive. Hermes frequently has 
small wings* attached to his cap or his feet; and these are 
clearly merely symbolic survivals of the great shoulder wings 
of Oriental sculpture. 

Generally speaking, in later art the gods are almost wholly 
humanized. Even the Satyr retains only the pointed ears and 
the short tail of his half-human prototype, though Pan on the 
other hand keeps the goat’s *legs, which had accrued to him as 
the god of the herdsmen. 

► In the great work of Professor Overbeck on the types of the 
deities, the KxinstmytUologiey we constantly find the question 
raised, Whjt sculptor is responsible for the type of such and 
suqh a deity ? Overbeck maintains that nearly always it is one 
or two great sculptors who fixed for all time the type of each, 
just as the Homeric poems fixed for all .time the poetic char- 
acter of many of them. Overbeck perhaps falls into the Ger- 
man fault of over-schematizing. But still it is quite true that 
when once a high type had been fixed for a deity in sculpture, 
that type was seldom afterwards lost sight of or entirely 
superseded. At a moment which can be fixed the fruit was 
ripe, and afterwards began to decay. The types of Zeus and 
Athena were founded by the splendid colossal statues of 
Pheidias ; the type of Dionysus was fixed for later art in the 
school of Praxiteles ; that of Poseidon in the school of Lysip- 
pus. It almost seems that when once the national idea had 
been fully exj)ressed by an artist whom it insured, it receded 
like the sea when it toiichedliigh-water mark. 

The gods are come down to us in the likeness of men,” was 

* ® 
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the exclamation of the barbarous Lycaonians when they saw 
the power of Paul over physical infirmity. This phrase sums 
up the process which was going on in the religion of Greece in 
all ages. That is to say, in the popular religion ; for in Greek 
religion there were four strains : (1) The ordinary cultu^ of 
the deities, adorned by the poets, embodied in great colleges of 
priests, protected by the states. (2) The mysti# religion taught 
at Eleusis and in the secret proceedings of the Orphic sectgiries, 
a religion whicl^ dealt with such facts as sin and absolution, 
with communion with the gods and hope of a future life. 
(3) The religion of the philosophers,^ a somewhat severe mono- 
theism, full of ethical elements, and quite beyond the under- 
standing of the ordinary citizen. To which one may add as a 
fourth element, (4) the old-world superstitions connected with 
magic and ghosts, such superstitions as have in the past always ^ 
» prevailed among the lower strata of the people, and haVe a ten-* 
dency to come to the surface when the higher religioi^is eclipsed 
or in a state of decay. In a recent able work ^ this lowest p^rt 
of Greek religion is treated as at once the oldest part of it and 
that which offers most ^possibility of progress. This I cannot 
concede. It is difficult to expel from the mind the notion that 
what is most barbarous in religion must needs be oldest ; but 
we know that in all societies down to the present daj there are 
strata in religion, which are alnro^t independent one of the 
other, and go on from age to age almost at the same level. The 
few, two thousand years ago, had nobler views of divine things 
than the many have now: I say the few than the many, because 
it is not a matter of wealth nor of social standing, but of more 
or less spiritual nature. Thus the elements of the^religions 
of Greece come {rom many sources, aryi live on during Greek 
history in different social strata, though of course action and 

1 See Dr. E. Caird’s Evolution of Theology in the Xtreek Philosophers, 

3 Miss Jane Harrison’s Prolegomena to the Study of ''Greek Religion. 
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reaction between the strata is constantly going on, the whole 
making up a tangled web which will probably never be wholly 
untangled. That there is a close connection in religion between 
the mystic element and the superstitious element is also a very 
doijjbtful thesis; there is a mysticism which goes with low 
views of the gods and a mysticism which goes with the loftiest 
views of God which man can accept. 

It is the first of these kinds of religion only which had an 
affinity for art, and is fully embodied in it.^* Alike mystic 
asceticism and philosophy have in all ages been indifferent or 
hostile to art. The attitude of Plato taward the Homeric 
poems is that preserved by most philosophers throughout to- 
wards the products of poetry and imagination, though of course 
some philosophers may have had aesthetic susceptibilities 
^ which they could not suppress. And ther* is to bo found in 
Tlreek art from first to last very little of mysticism or of spirit- 
uality. A^ew late types — Sarapis, Isis, Mithras — may have 
in ihem something of spiritual exaltation ; but such asceticism 
as made a profound impression upon tfee Christian art of the 
Middle Ages was quite foreign to the ar^ of Greece. 

It is ill this light that w'e must interpret some of the sayings 
of ancient writers. Quintilian^ says of the great statue of Zeus 
by Pheidias, that its beauty added something to the received 
religion. By this he can ^«rcely mean that the statue gave 
men a loftier conception of the divine nature, for in the Colos- 
sus of Pheidias, admirable as it doubtless Avas, there would be 
nothing to lift the mind from man to the suxierhuman, and 
Pheidias himself seems to have taken his» inspiration not from 
the aepiralions of the philosophers but from the Iliad. A clue 
is given us by the saying of Dio Chrysostom^® Our Zeus is 

A A very useAl book on the relation^ between art and mythology is Dr. 

R. Fartiell’s Cults of tfle Greek States, 

8 X., 10., 9. 8 XII., U ; cf. H. Stuart Jones, p. 93. 
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peaceful and mild in every way, as it were the guardian of 
Hellas when she is of one mind and not distraught by faction.” 
Zeus was the deity not of the individual seeker after holiness, 
but of the Grflek race as an ideal unity. What Pheidias added 
to religion was a new tie uniting together the people of the 
various cities and states — a furtherance of nationality. In the 
same way, in the great statue of Athena Parthenes at Athens, 
Pheidias gave to the city a mirror or an embodiment qf her 
corporate life. #Athena and Athenae, the goddess and the city, 
could scarcely be separated ; the man who brought an offering 
to the goddess gaw it to the city, and the man who dieil in 
battle for the city died in the service of the goddess. Unless 
one continually bears in mind the nature of the city-state in 
antiquity, and the power which it exercised over the imaginar 
tion of the citizen^ the most important strain in Greek religion ^ 
and religious ai*t will not be recognized. 

Sculpture, of course, went on during, and after tjje decay of, 
the city-state. In the opinion of the Greeks themselves it 
went on at a lower level ; for it was reduced to taking as its 
main motive mere liu|,nan beauty and perfection, and the line 
between the representation of the gods and the representation 
of men again grew faint. The deities which had acquired a 
tinge of mysticism — Apollo, Dionysus, Persephone — best kept 
something of the divine; Apbrydite, Ares, Hermes^ came 
nearer to the human level. But as the Greek sculptors drew 
down the gods to humanity, so they succeeded, better than any 
other artists in the world, in raising the representations of men 
and women almost t» a divine level. An age of stately tombs 
and^f magnificent portraiture succeeded the age of telnpleij and 
statues of the gpds. 



CHAPTER VIII 

SCULPTURE AND HISTORY 

Sculpture in relation to history may be considered in two 
very different ways : first we may inquire how the actual polit- 
ical history of Greece is reflected in the productions of the 
sculptor ; second, how the course of sculptui*e runs parallel to 
the history of the Greek spirit in other fields of activity. 

“ It might be supposed, that the idealizing tendency of Greek 
art would make it unsuitable for recording actual facts of his- 
tory — the 'details of a battle, the circumstances of a civic suc- 
cess^, and the like. There is some justification for this view, 
but it must not be expressed in too absolute a way. The walls » 
of Greek stoae abounded in representations which were in inten- 
tion. historic. Micon, or Panaenus, painted in a stoa at Athens 
a representation of the battle of Marathon, and Euphranor 
painted thg cavalry battle at Mantinea in which Epaminondas 
took part. Our knowledge, Jibwever, of surviving Greek monu- 
ments forbids us to think that these would be realistic repre- 
sentations qf the delights and the horrors of war.” 

In the friezes of the beautiful Ionic monument of Xanthus, 
the so-cal^d Nereid monument, brought the British Mu^um 
by Sir Char^ps Fellowes, we find a sculptural record of an 
actual siege of some unknown city in Lycia or Caria.' Several 
scenes are pc^rtrayed, — the assailants advancing against the 
pity and mounting sealing ladders to the assault, the general of 

1 Mon. d. Instfj, X., Pis. and the J^istories of sculpture. 
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the besiegers sitting in state to receive envoys from the city, the 
flight or the captivity of the citizens. But though the scenes 
show us the course of events, there is nothing in them to help 
us to identify "the besieger or the besieged city. The intention 
is to represent the generic rather than the individual. 

On the great sarcophagus found at«Sidon there are depicted 
two scenes from the life of Alexander the Great one of his 
battles and a lion hunt in which he takes part. We will 
analyze the forijper scene (Fig. 30) ; nothing could give one a 
clearer notion of the mingled precision and ideality of Greek 
sculpture. To begi^i with, there is nothing loose or inaccurate 
in the representation of dress, armour, and the like. The Per- 
sian cavalry and archers, the Macedonian horse and foot, the 
Greek peltasts, are all armed and clad in different ways, and 
one can tell at a glance to which branch of the army each fig- * 
ure belongs. And each fights in his own way. Of course alf 
no actual spot in the battle-field would different tropps be thus 
mingled in picturesque grouping: the scene is not a reali^ic 
excerpt from the battle, but an idealized summary of it. Let 
us briefly analyze it, figure by figure. On the left, Alexander, 
distinguished by his lion-skin helmet, charges in person, qver- 
throwing with his dance a horse and a rider, who had already 
turned to fly from his impetuous attack. At the opposite end, 
an elderly officer, probably the veteran Parmenio, hurls ^a Per- 
sian general opposed to him from his horse into the arms of a 
foot-soldier who hurries up. In the midst of the composiltion, 
a third horseman, a masterly figure, strikes down a Persian 
foot-soldier. To the Jeft of the central group, a Macedonian 
foot^uard rushes impetuously on a Persian foe. To the light, 
a light-armed G^eek boldly meets the qharge of a Persian rider. 
Below, one sees •two Persian archers drawing their bows, and 
five bodies of dead warriors, off whom four fire Persian and one^ 
is Greek. 
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Tho Persians in the scene are more numerous, twelve to six, 
yet their Hefeat is clearly shown. A third of their number has 
already fallen, and others are falling. They cannot resist the 
charge of the heavy-armed Macedonian foot, ‘still less the 
onslaught of the cavalry of the guard. What a Greek eye 
would have at once observed, and dwelt on with satisfaction, 
is the wonderful symmetry of the composition. Side balances 
sideband group group to perfection, yet without any slavish 
or pedantic correspondence. The modern eyp would scarcely 
notice the symmetry till it was pointed out, but it will bear 
the* closest examination. Every figure is garefully worked out 
in reference to the whole scheme, and the story of victory and 
defeat is admirably told. To Alexander the Persian foe dares 
not even offer resistance ; Parmenio has easily overthrown his 
opponent, but the younger captain in the .middle still meets 
*resistan6e. It is fair \o judge that among the events of the 
battle portrayed were a charge of Macedonian foot on Persian 
infantry, another of Persian cavalry on light-armed Greek 
infantry; while the decisive move was the charge of Alex- 
ander and his cavalry. Thus the composition, while admirable 
in itself and perfect in detail, really tells us more of the tale 
of the battle than could any realistic extract. It must be ex- 
plained that the whole relief is really continuous, and only for 
convenience divided in our^ engraving. 

This sarcophagus is a wonderful masterpiece; but it is a 
som\dwhat late product of Greek art, and Attic sculpture at an 
earlier time took an even more ideal line in tho representation 
of history. Of this a better example qpuld scarcely be found 
thaB the'^sculptural decoration of the Parthenon, in whiclf may 
be traced in an Attic r^dering the whole higtory of the city 
of Athens from its mythical foundation onward; the history 
as it existed in the mind of the gods rather than as it existed 
visibly on the eartlL 
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The history begins with the eastern pediment. Here was 
represented the birth of Athena. What was the original mean- 
ing of the strange story of the birth? Why the goddess leaped 
full-armed from the head of her father, it is not easy to say. 
In this matter th^re are various schools of interpretation. An- 
thropologists of the school of Mr. Lang will lay stress upon 
the monstrdsit^ of the tale that Zeus swallowed Metis when 
Athena was ih her womb, and then produced the child himself, 
and compare the still more barbarous tales of a similar bearing 
which come to us from savage races in the South Seas and 
Africa and America. Those interpretei^s who lay emphasis 
on the physical basis of myth will see in Athena the sudden 
dawn of the South, leaping up from the underworld, or the 
lightning springing from the cloven cloud. But we must not 
confuse^ as many of thj5se investigators do,‘*the question of ori- 
gin with the question of meaning. What it is of importance 
that we should know is what meaning attached to the myth at 
A<Ji©ns in the fifth century. To the men who built the Par- 
thenon, Athena was no phenomenon of savage myth, nor was 
she the dawn nor the lightning, but* something nearer and 
dearer and more spiritual by far. She was, as I have already 
pointed out, the embodiment of the spiritual personality of 
Athens itself. And so when the goddess is born, Athens, too, 
is bosn in a high and ideal* sense. Because she lives, Athens 
must also live. And she springs from the head of Zeus be- 
cause the city arises out of the clear and determinate counsel 
of the gods, and is born to occupy a certain sphere and to do 
a certaiji work in Hellas and the wofld. She is bor^ full- 
arihed beca^ise without arms no purpose could come to fruition 
in the early world. 

In the western pediment the tale is carrierf on. The destiny 
of the nascent city and of the Attic land is to be determined. 
Is Athens to become a votary of Poseidon ? Is she to live in 
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the ways of the sea, to be devoted to commerce, to strive after 
a prosperity which is mainly material ? In part she must take 
this course. i^^Caterial necessities control her purposes, as they 
do the purposes of all cities. Men must live, and to live in the 
not too fertile Attic land they must jncreasft their natural re- 
sources by manufacture and by trade. But stijl the city is not 
to be the city of Poseidon. In spite of physical f^cessities she 
shall remain true to her higher calling. Even her material 
development shafl be controlled by Athena Ergan^, the mistress 
of the workers. If she is to grow wealthy, it shall not be by 
merely supplying the grosser needs of men. Her main pro- 
ductions shall be connected with their higher activities. She 
shall produce the finest oil to make supple the limbs of athletes 
and to feed the lan^s which burn in the presence of the gods. 
Her honey and her figs shall have soiflething of the delicacy • 
and the charm of the light Athenian air. She shall supply the 
most beautiful marble and the best wood for building and for 
carving. And one of her chief productions shall be those 
painted vases, in which she has almost a monopoly in the an- 
cient world, and which have been preserved to us in such 
abundance in the tombs of Italy and Cyprus and Gyrene. 

And beside and above all this, Athens is to be the city of 
arms and of courage, of song and.tbe drama, of thought and 
wisdom. What Athena is in Olympus, Athens is to be on 
earth, the favourite of Zeus, foremost in valour and in wisdom, 
quickest to read the divine purpose and most persistent in 
carrying it out; the best visible embodiment of the divine 
thought which lies at ftie root of transitory phenomeSa. 

The pediments thus set before us the destinies %f Athens. 
In the metopes w§ see the city set about the accomplishment 
of her destiny in spite of many.'hindrances and various foes. 
The story of the development of order out of , chaos, and civili- 
zation out of barbarism, isHhere presented to ns in four chap- 
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ters. First there is the battle of the Gods and Giants, the issue 
of whicli. decided whether the world was to be governed by the 
untamed forces of nature, storm and earthquake^ lightning and 
cloud, or to come under the sway of an orderly and organized 
Olympus, with Zteus at its head. Among all the combatants 
in that m^monable strife, none was more prominent thiin 
Athena, whog^clad in shining arms, overthrew her opponent, 
Enceladus, and buried him under Etna. In this combat Athens 
is represented by her goddess. But in the second and third 
chapters of the history it is the ancestors of the people of 
Athens, under their ancestral leader, xtieseus, who appear. 
Their foes are respectively the monstrous Centaurs, compounded 
of horse and man, and the monstrous Amazons, compounded of 
man and woman. By overthrowing the Centaurs, Theseus and 
his men made it certahi that Greece should not be the prey of 
the barbarous races of the North, stealers of boys and women, 
drunken and brutal, but should be able to grow and develop 
in' peace. What is meant by the repulse of the Amazons is 
not so clear, nor can it be so briefly stated. But I think those 
are at bottom right who regard the combats of Greeks and 
Amazons as a reflex in art of the early clashing of the primi- 
tive races of Asia and Greece with their female divinities, and 
the Aryhn invaders from, the North, the Greeks and their 
cousins the Phrygians anU the Carians, with male deities and 
patriai’chal government. 

In the'battles with Amazon and Centaur as represented in 
art, Theseus is conspicuous. In myth he is represented as 
aiding 'Peirithous in his resistance to the Centaurs wh^n they 
attacked Kim and his bride in her Thessalian home ; and as 
driving back from Attica the invading Anj'azons under their 
queen Hippolyta. We are qnable to say how much actual 
history lies under these myths, whether the Athenians in the 
prehistoric age- really took a larger share in the wars against 
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the aboriginal people of Greece and against the rude Thracian 
tribes of the North. But whether the myths embody actual 
history or not, they certainly embody ideal history. If they 
do not tell us ^hat really took place, they tell us at least what 
was supposed to have taken place. 

In the monumental art of Greece one is somewhat surfeited 
with the Centaur and the Amazon. To a mSdem eye these 
compound and incongruous forms are unpleaSng; and one 
greatly regrets that the Greeks did not aim more at variety. 
Probably Amazon and Centaur were perpetuated and stereo- 
typed in Greek art •for purely artistic reasons, because they 
offered the artist an unlimited number of defined and graceful 
problems in pose and composition. In time the love of artistic 
problem apart from meaning became the ruin of Greek art, 
just as its literar^^ parallel, the love of graceful phrase and 
elegant composition, became the bane of Greek history and* 
philosophy. But let us go back beyond later developments to 
the splendid freshness of art in the fiftli century, and we shall 
see that the subjects of these metopes had not yet lost their 
meaning, that they stilj spoke to the intellect as well as to the 
eye and the taste. 

The fourth group of metopes takes us out of the realm of 
pure myth into something more nearly approaching history, 
and brings us to events which pasSod in Greece for actual and 
prosaic fact. They represent the taking of Troy,^ the vengeance 
wrought by united Greece on the city which had sheltered 
him who had violated hospitality and carried away the wife 
of Menelaus, king of gpai*ta. As every reader of Herodotus 
knov^, the Greeks looked on their successive contests with 
the powers of the Asiatic mainland as J^he acts in a drama, the 

^ It is disputed by some arcbaeo1ogi|ltB whether this is the 8ubje<!t of any 
metopes, and the deplorable condition of the scul|Aiire prevents us from 
being sure ; but it is probable. ^ 
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drama of Hellene against barbarian. The final act of the 
drama, ihe overthrow of the Persian Empire by Alexander, 
was in the far future when the Parthenon was built. But 
already Marathon and Salainis and Plataea had^een won, and 
already the pride of Asia had been severely checked by the 
Athenian army and fieet. These victories were quite recent 
in the time of Pericles. In a sense the Parthenon might be 
said ,to be a memorial of them. Yet it is not they which 
Pheidias chose to depict, but the earlier battles at Ilium. This 
is a very good illustration of the difference between the ancient 
and the modern point of view, and a good example of the 
passion for the type rather than the individual, which is so 
marked a feature of the best Greek art. We could scarcely 
imagine any way of commemorating a victory which did not 
► give prominence to the generals to whomdt was due. Yet, 
•when one comes to think of it, that way of regarding matters 
is not realty either artistic or pious. It is not artistic, because 
it jDoucentrates attention on portraits which are not always 
reafly beautiful to contemidate. And it is not pious, because 
it attributes victory to the skill and ,valour of individuals 
rather than to the favour of Heaven and the destinies of races. 
Such, at least, is the Greek view. 

These four series of metopes bring the history of Athens 
down to the time when thq Parthenon was erected. And the 
frieze which ran like a wreath round the top of the temple 
carritss on the history not into the future, but into the realm 
of cultus and religion. As the warlike activities of the Athe- 
nians occupy the metopes, so their peaceful activity finds full 
expression in the representation of the Panathenaic festival, 
the crown of the religious life of the city. 

The intension followed in this glorious frieze — quite one of 
^the most interesting of all works of ancient sculpture — is 
to be clearly traced. To begin with, there was, of course, no 
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notion of any literal or naturalist copy of the actual scene j 
everything is typical. The most striking features of the 
Panathenaic procession are brought out, but in a thoroughly 
harmonious aifd artistic, a somewhat conventional, way. Some 
writers of the last generation, such as Karl Botticher, were so 
much struck with this predominance of the idea over the fact, 
that they maintained the representation to be flot ©f the actual 
procession, but of a partial rehearsal for it — a woncLerful 
instance of leariied blindness and want of understanding. In 
the next place it has been pointed out that the animals brought 
for sacrifice are not ithe same in the north and the south parts 
of the frieze. In the north frieze they are cows and sheep, in 
the south frieze, cows only. Now cows were sacrificed on the 
occasion to Athena by the Athenians themselves ; but the Athe- 
nian cleruchi settled in other lands sent more varied offerings 
— both oxen and sheep. Thus it would seem that the sculptor* 
meant to insist on the participation of the colonists rf)f Athens, 
as w'ell as of those who dwelt at home, in the festival ,of 
Athena. His view takes in not Athens only, but the Athenian 
Empire. And in one group of figures he seems to go even be- 
yond the dominions of the city. At the east end of the temple 
there is the group of seated deities, who await the approach of 
the procession. The festival belongs to Athena, but all the 
great deities of Greece are present? as her guests, she being the 
hostess. I do not think it is fanciful to find in this group- 
ing a reflection of the noblest of the ideas of Pericles, that of 
the unity of Greece. Athens was, in his view, to be dominant ; 
but she was not to stand alone. Her relation to the other 
states of Greece was not to be the same as her relation to«the 
hated barbarian. Beneath the shield pf Athena all the cities 
of Greece were to find refuge, and in return they ^ere to con- 
tribute to their patroness both tribute and honour. Could this , 
idea be better expressed ^han by depicting all the chief deities 
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of Greece as assembled at the festival of Athena, under her 
presidency, and waiting to receive the long array of the citizens 
of Athens and the colonists with their respective offerings ? 

Shall we say, then, that it is in the main religious ideas or 
patriotic ideas wljich are incorporated in the sculptural deco- 
ration of the Parthenon V This is a question which scarcely 
admits of ah answer, for at Athens the cultus of Athena was 
so closely connected with the pride in and love of her city that 
the two could scarcely be separated. In cel elfrating the birth 
and victory of their goddess, the Athenians glorified their city ; 
and in recording the exploits of their ancestors, they glorified 
Athena. Finally, in commemorating the Panathenaic festival, 
they put on an ideal level the relations of Athens and the 
Athenian Empire with the protecting deity. Patriotism and 
Religion were but two phases of the same feelings and aspira- 
tions. 


We may take a few more of the Greek dedications, which 
show a similar point of view. At Delphi the Athenians dedi- 
cated a great bronze group in memory of Marathon, and it is 
instructive to see of what figures it was composed. First and 
foremost rwere Apollo and Athena, representing the divine 
favoui^ without which the battle would never have been won. 
Next were portrayed the ancestral heroes of the Attic tribes, 
every tribe and every soldier being thus personified in a 
mythical representative. Finally, as a rare and exceptional 
honour, 4:be general Miltiades was introduced. ^ 

A^teimilar religious and idealizing tendency is equally conspic- 
uous in literature. In the story as told by Herodotus, the gods 
play a considerable part, and when Aeschylus, who had him- 
.self fought at Salanns, determined to represent on the Athenian 
stage the victory of Greece over Persia, he uses every means to 
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avoid drawing down the combat to a too realistic level. This 
was not easy, as the Persian ships and the Median chivalry 
were sights familiar to many of the audience. To represent 
them wrongly would be impossible, to represent them literally 
would not only overtax the veiy simple stagf arrangements of 
the AttiC' theatre, but also transgress its main ideas. So 
Aeschylus lays the scene of his Persians in l^ersfa itself, and 
the battle of Salamis is merely described by a messenger who 
arrives from the* sea, and tells Atossa what has come to i^ass. 
But he does not dwell on the achievements of Greek heroes ; 
he does not even nsftiie the leaders ; liis treatment of the sub- 
ject is purely ethical. Aeschylus pays the victory of Salamis 
the great compliment of treating it in his play as if it had been 
one of the divinely ordained triumphs of mythical heroes of 
the Greek race. To the modern indiyidualist mind it seems ‘ 
that the honour ought to belong to one man or another man ; 
but that is not the Greek view. However, at a ^ater time, 
individualism won more way, so that when Lysander set up at 
Delphi the trophy which commemorated the taking of Athens, 
he did insert in it the* portraits of his sea-captains, and Posei- 
don is introduced mainly that he may hand a wreath to- the 
victorious general himself. 

There is something of the religious interpretation of his- 
tory to be traced even in vase-paiiftings. A very fine vase of 
Tarentum^ (Pig- 31) represents the conflict of Asia and Europe 
in a rather remarkable way. The picture is a large one, and 
contains three rows of figures. In the lowest row Persians are 
reprgsented, bringing* contributions of money to a tjieasurer, 
who is recording the amounts in his tablets. Iq the middle 
row is King Darius in the midst of his council, who are evi- 
dently deliberating on grave affairs ; and a persen in Greek 
dress, probably Damaratus, the Spartan refugee, is addressing* 
l Mon.^lV JnsU, Vol. IX., 61. ’ 
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the king, behind whom stands one of the body-guard. The 
subject of his discourse is clearly the invasion of Greece. That 
invasion was to come ; yet before it came it was doomed to 
failure ; and tliis is set forth in the top line of the picture, where 
we see Hellas standing safe between her two great guardians, 
Zeus and Athena ; though Asia, represented as a proud seated 
queen, sends against her a kind of fuiy, beaitng •two torches 
and having snakes in her hair, over whose head stands tl^ in- 
scription Aray or* Curse. Aphrodite and Artemis on the right 
complete the tale of gods, with Victory, who is beseeching the 
attention of Zeus tQ Hellas. 


The other subject mentioned, the way in which in Greece 
the history of sculpture was parallel to the main course of his- 
tory, we cannot here consider. The connection between history * 
and sculpture is not, as may be judged from whaij^ has been 
said already, so close as the connection between history ayd 
inscriptions, or history and coins. The course of the higher 
art does not throw light upon the definite facts of history ; but 
it does accompany and throw light on the gradual change^ in 
politics, in religion, and in custom which occurred as Greece 
ran her course. It is, however, impossible here to go further 
into this parallelism ; I must refe» j;he reader to the histories 
of Greek art and Greek sculpture, which deal with the matter 
in detail. 
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GREEK PAINTING 

We pass next to the consideration of Greek painting. Here, 
alas ! our losses are far greater than the)' are in the field of 
architecture and sculpture. The sculpture preserved in our 
museums, injured though it be, is yet amply sufficient to inform 
us as to the character and history of the plastic art in Greece, 
and to enable us to jud^e it fairly. But the extant remains of 
the contemporary painting are very few and slight, and by no 
means adequate to enable us to understand the works of artists 
lik^ Zeuxis and Apelles. 

We are obliged to content ourselves as best we can with two 
classes of works, the Greek vases of the good period of art, 
and the fresco wall-paintings of the Roman age found at 
Pompeii, at Rome, and elsewhere. These are all, of course, far 
below thc^level of the best Greek art. Of the fresco-paintings 
of th^ later age I shall scarcely be able to treat in this work. 
We shall mainly concern ourselves with vases. And the paint- 
ings“^ of vases, however slight when regarded as works of art, 
are important, as bringing us nearer than do works of sculp- 
ture to J;he mythology, the literature, and the daily life of the 
Gr^ks. 

The true method in this as in other cases is to put together 
the statements of ancient writers in regard to art and works of 
art, such writers asuPliny, Paui^ias, and Lucian, and to com- 
pare them with the remains of frescoes and the vase-paintings 
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which have come down to ns. Each of these sources of 
information, the literary and the archaeological, requires the 
aid of the other ; they may be compared to longitude and lati- 
tude in geography. If we know only the longitude or only the 
latitude of a place, we may try in vain to fix. it. In the same 
way historic record and the examination of monuments apart 
lead to very vague knowledge. Their combmation leads to 
exact knowledge. 


The only systematic account of the early history of Greek 
painting which we possess is that given by Pliny in the 35th 
book of his Natural History} Pliny tells us, among other 
things, that the Egyptians claimed the invention of painting ; 
but that according*to the Greeks it wa^ invented at Sicyon or * 
Corinth. First there came outline drawings, then inner 
markings within such outlines, then washes of colour, one 
colour only being used for a while. One of the earliest coloars 
used was a red made from j)Ounded potsherds. Pliny also 
gives the names of a* few of the painters who made great 
progress in the art, telling us that Eumarus of Athens first 
distinguished male from female figures, and Gimon of Cleonae 
“ invented catagrapha, that is, figures out of the straight, and 
ways of representing faces looking 'back, up, or down ; he also 
made the joints of the body clear, emphasized veins, worked 
out folds and doublings in garments.” Polygnotus of Thasos, 
Pliny adds, “first represented women in transparent dress, 
decked their heads wfth many coloured kerchiefs, and made 
great innovations in the art of painting, if it vas he Vho 
showed how to open the mouth, to show the teeth, to super- 
sede archaic stiffness in the face.” 

It does not do to attach too much impovtance to statements • 

1 Eipeciiftly sections 15. 16. 56, 58. 
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of Pliny^who is a most careless and inexact author. But he 
usually writes after reading Greek writers who are more trust- 
worthy than himself. And it is likely that a safe basis for a 
history of early painting in Greece existed in the scientific 
days after Alexajider, not in the form of tradition, which 
would be almost worthless, but in the shape of actual paintings 
preserved in* temples and porticoes, and bearing the signatures 
of early painters, just as contemporary works of sculpture bore 
the signatures of their authors. If this be t£e case, the trav- 
ellers and collectors of facts in later Greece, such men as 
Polemo and Eratosthenes, would be able* to collect valuable 
first-hand evidence. Thus it would seem that when Pliny says 
that such and such a painter “ introduced ” an improvement, he 
really means that it is noteworthy in some extant works of 
' his, and ,not to be found, or at least not to be so clearly dis- 
cerned, in more archaic paintings. 

If we coflipare Pliny’s statements with existing monuments, 
especially with reliefs and vases, we shall find confirmation of 
many of his statements. The painting of the Mycenaean age 
seems to have wholly or almost wholly disappeared with the 
ruin* of that civilization, though it is possible that some of its 
traditions may have lived on in Asia Minor. At any rate, we 
find a practically new departure in the drawing -on vases of 
the next age, the geometric! This is partly in outline, partly 
in silhouette; and Pliny’s notion that outlinedrawing must 
hav^e been the earlier is perhaps based rather on logical than on 
historic grounds. But when we come to Eumarus of Athens, we 
have to do with a historic character. We have an inscriftion 
towaSi on the Athenian Acropolis, dating from about 530 b.g., 
set up by the sculptor Ahtenor, who describes himself as son 
of Eumarus.^ Eumarus would thus belong to the middle of the 
<Bixth century. Theodd statement that he first distinguished 
the sexes may mean that in hispaintidgs men were represented 
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with black or red, and women with white, paint, as is the cus- 
tom in black-figured vase-painting. 

Cimon of Cleonae was a contemporary of the poet Simonides ; 
if he was at wdrk toward the end of the sixth century, certainly 
that was a time when bold experiments in g.ttitude and pose 
were being made, and art rapidly Breaking away from the 
trammels of archaism. The red-figured vase-p5inttng was just 
coming in; and in the light of it what Pliny tells us about 
Cimon seems fiiil of meaning. In it we find fresh poses, 
more correct drawing, all kinds of fresh applications of skill. 
What is meant by •the word catagrapha, which Pliny trans- 
lates by obliquae imagines,” has been much discussed ; I am 
disposed to think that it means poses other than full-face and 
profile; in such the 
art of the time woffld 
be making its first 
experiments. As an 
example, I give (Fig. 

32) the face of a 
negro from a vase 
representing the ad- 
venture of Herakles 
with Busiris in the 
Ashmolean Museum.^ 

It is later than the 
time of Cimon, but 
still a very interest- 
ing example of an • ^ 

attempt to introduce a new attitude, and indeed new t/pe. 
That it was certainly Polyguotus of Tkasus who set painting 
going on new and bolder lines w» shall see presentty. When 
Pliny says he began to open the* mouth and to show the teeth, 
J 1865, PI. P. 
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we think of the fallen warrior in the west pediment of Aegina 
who is grinning in pain. There are many contemporary par- 
allels both in sculpture and painting. 


It is worth while to Inquire which among the monuments 
extant in ohr Auseums can give us the best notion of what 
Greek painting was, when it became really national and really 
progressive, say in the latter part of the sixth century. As 
regards colouring, we must fall back on the coloured sculptures 



and reliefs^ of the period, which have kept some vestiges of 
their colours, whereas the frescoes have bodily vanished. Of 
these I have spoken in chapter VI. Perhaps such reliefs as 
the grave-monument of Aristion and the archaic female figures 
in the Acropolis Museum at Athens (as Fig. 3) are our best 
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evidence. But as regards drawing, we are far better informed : 
drawings on baked terra-cotta persist. A good example from 
Athens is a dedicated tablet (Fig. 33) published by Professor 
Benndorf,^ representing a warrior charging. The name in the 
field, Megacles, which has been filled in over the erased name, 
Glaucytes, occurs on vases of about 560 b.c. * In the case of 
this tablet four colours are used. The terrarCdtta ground was 
first covered with a yellow slip or layer of tine composition ^ on 
the slip brown, cnmson, and black are superposed, and in the 
black inner markings are indicated by incised lines. 

But, after all, our best evidence for the character of the paint- 
ing of the age of the Persian wars is furnished by the splendid 
series of vases by Epictetus, Euphronius, Hieron, and their 
contemporaries. Here we have a school of vase-painting of the 
greatest force and originality, and it is certain that there must 
have been a contemporary school of fresco-painting wliich be- 
longed to the same stage of art and went on the same general 
principles of composition and drawing, though the desigge 
which we have on the vases are clearly composed for the sur- 
face of vases and not foi* mural paintings. It is probable that 
if we had as detailed descriptions of the paintings of Cimon 
of Cleonae as we have of the chest of Cypselus, we could 
restore their designs from the evidence of red-figured ;yases as 
successfully as Mr. Stuart Jones h£& restored the scenes of the 
chest from the evidence of archaic vases.* 

Soon after this, about 470 b.c., we come to the great Thasian 
painter, Polygnoms, who made his home at Athens, and who 
undoubtedly did more fgr painting than any one else. His con- 
temporariec, Micon, and Panaenus, the brother of Pheidftis, 
formed with him a great school. Aj>d we come now into 
clearer light, since Pausanias has left us careful and detailed 

I Ephemeriaf 1887, PI. VI., p. 115. • 

> Journal qfJ^Uemc Studies, ISM, PI. 1. 
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accounts of some o^the great paintings of Pdygnotus and 
Micon* in the Stoa Poikil^ at Athens, and the Lesch^ of the 
Cnidians at Delphi. Excellent as are the descriptions, one 
might almost say the catalogues, of Pausanias, they do not 
enable us to restore in imagination the pictures he treats of 
until we reinforce the information of the mind with appeals to 
sense, and Viv5y our knowledge by the comparison of extant 
fragments of painting or the finest designs of vases. If any 
reader doubts this assertion, he has but to study the attempts 
to restore the Delphic paintings of Polygnotus made before 
appeal was made to the testimony of vasbs.^ We are now for- 
tunately able to trace with confidence the influence of Polygno- 
tus on some of the vases of the fifth century ; and a comparison 
of these with the descriptions of Pausanias may be said to have 
given us a fairly satisfactory notion of the drawing andjgroup- 
ing, though not of the colouring, of the great Thasian master. 
In particular we can trace what kind of perspective he intro- 
duced into art, and what ways he had of telling a story or 
describing a situation. That is to say, we can recover his 
grammar, if not his poetry. * 

The Polygnotau perspective, simple and almost childish as 
it seems to us, really marks the parting of the ways between 
painting, and relief, which had hitherto been frequently com- 
bine^ so is to be almostrcbnfused. Polygnotus attacked the 
problem of representing different sets of people, not in the same 
plane, but some farther off than others. He did not depict the 
farther figures on a smaller scale, nor did he (^what indeed we 
could ^scarcely expect of an early artist working in the bright 
light of Greece) allow for the effect of atmosphere in making 
them less clearly visiblq^ But two things he did: first he placed 
the more distant figures higher up in the field of the painting, 
and second, he represented tHe lines of the irregular hills of 
1 See the Vieima VorlegMUUer finr 1888, Pis. X.-X11. 
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the background, hills almost invariable m a Greek landscape, 
as passing up and down through the painting, and sometimes 
concealing pai*ts of the farther figures. Professor Robert has 
skilfully reconsfructed on such principles the Iliupersis and the 
Nekuia of Polygnotus.^ A few vases of the middle of the fifth 
century seem arranged on exactly the same plan. One of these, 
representing the slaying by Apollo and Artemis "of the children 
of Niobe,® on one side, and on the other the Argonautic hefoes 
(Fig. 34), will shbw at once the chai*acter of the Polygnotan 
perspective. On the left of the larger group a figure in 
armour may be seen^alf hidden by the hill. Who he is we 
shall afterwards consider. At present I wish to observe that 
we are told tljat in Micon’s painting in the stoa at Athens, one 
of the combatants named Butes was hidden behind a hill, all 
save his helmet ancfan eye ; whence a pj^overb arose, (juicker 
painted than Butes.’’ This shows how the laws of composition 
invented by great painters found their way on to vasfts. 

Another prominent feature of Polygnotan art is the use o/i 
the method of allusion, alike in indicating personalities, defin- 
ing situations, and telling stories. It is quite in the manner of 
Greek art, and especially of the great art of the fifth century, 
to define a character or tell a story not by direct representation, 
but by a gentle suggestion, which leads the mind on^without 
compelling it. Thus we are told fty Cicero that when Alca- 
menes, the pupil of Pheidias, represented the artisan-gqd, 
Hephaestus, he made his lameness appear in a slight and grace- 
ful way ; ^ and it is just in accordance with this statement of 


Cicerq^hat we find thedaraeness of the seated Hephaestus of 
the Parthenon frieze represented only by the manner in which 


1 Published at Halle, 1892, 93. The ^schemes are repeated Frazer^a 
PauaaniaSf Vol. V., pp. 360, 372. • 

^ Journal of Hellenic Studies, Vol. X., p. 118. 

* “ Le Viter apparet claudicatio hon deformis.’’ Cicero, D., 1., 80. 
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the god leans on the handle of his mighty haiiimer^^nd by the 
awkwardness of his feet. The grave reliefs of the fifth aod 
fourth centuries at Athens are full of suggestions of death 
given in this gentle manner j the head resting on the hand im- 
plies grief at separation, putting on the sandals means p^p- 
aration for the last great journey, and so forth.^ It seems, 
however, that the prevalence of this manner in Attic sculpture 
really comes from Polygnotus. Pausanias, in his descrip- 
tion of the Delphic paintings of Polygnotus, tells us that*in the 
picture of Hades Eriphyle was represented with her haild to 
her neck, to signify that the necklace of Harmonia was fatal 
to her, since by it she^had been bribed to betray her husband, 
andl^haedra was depicted in a swing, to hint at the manner of 
her suicide, which was by hanging. This gentle find graceful 
way seems to be of Ionian orig^in. In vases of thj fine period 
it is very prevalent. We need* take but one or two examples. 

iSee P. Gaidner, Scvlptth^d Tombs of HeRas, pp. 152, 170,176, etc. 
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In the vase-painting which represents the slaying of Rhesus 
and his Thracians by Diomedes and Odysseus (Fig. 75, p. 222) 
the Thracians are seen to be dead only by their constrained 
attitudes ; the unpleasant marks of a violent death are omitted. 
In the Orvieto vase (Fig. 34), representing the Argonauts, it is 
possible to identify by hints most of the heroes, though their 
names are not inscribed. Tiphys, the elderly pilot, rests on a 
spear ; Jason, in full armour, face to face with Herakles, stands 
near the middle of the picture ; Castor and l\)llux stand on the 
extreme right and left, one holding a horse, both distinguished 
by the fashion of their caps. We may aldo, I venture to think, 
recognize the figures of Theseus and Peirithous below, from the 
mere fact that they are seated, since it was their destiny to be 
fastened to a rock in Hades, and Polygnotus in his picture of 
Hades (followed in some of the vases w^iich represent the 
under-world ^) renders this fastening merely by making them 
sit on th^ rock. Virgil must have had such a representation* 
ii^his mind when he wrote “ Sedet aeternumque sedebit Infelix 
Theseus.” So in the figure which is disappearing over the 
mountains we may with probability recognize Hylas, who 
stcayed away from his companions and was carried off by the 
Naiad nymphs. We think of Hylas as an effeminate youth, 
in accorcjauce with the poems of Ovid and Pi^pertius and 
Pomj^eian paintings ; butrih the more manly art of the fifth 
century he would be represented, as he figured in early legend, 
as a hero, and one of the Argonauts. He was the friend of 
Herakles, as PatrocluS was the friend of Achilles, without any 
detraction from his manliness. . 

Gn the other side of the vase, in the scene of the slaying of 
the Niobidae, we notice^ that a single tree, and that depicted in 
a 8ummary«way, represents the forests on Mount Sipylus. In 
just the same way^ in Polygnotus’ representation of Hades, a 
1 Baumeister, Denkmdler^ art. *‘^nterwelt/’ PI. 87. 
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single tree stood for the sacred grove of Persephone. Niobe 
herself does not appear on the vase — only three of her sons 
and one of her daughters, of which four figures two lie dead 
in the foregroiihd, two fly to right and left. 


Can we venture to see between the vase-p#intings of this 
group and the works of the Polygnotan school a still c]oser 
connection? Is Jt possible to prove in any case that the vase- 
painting is a copy, or at all events a reminiscence, of the mural 
painting ? The range of subjects is certainly the same : Micon 
painted the return of the Argonauts, and such subjects from 
the exploits of early heroes were common to fresco-painters 
and vase-painters. Many archaeologists have from time to 
time not unnaturally attempted to find on vases scenes and » 
groups repeated from some of the great fresco-pairitings of^ 
Athens and elsewhere. Dr. Kltigmann, for example, in his 
excellent paper on the Amazons,^ observes that about the 
middle of the fifth century a new set of vases comes in at 
Athens, whereof the subject is the battles between Theseus and 
his Athenians and the invading hosts of Amazons ; and tjhat 
these vases in common present certain features, such as that 
the Amazons are on horseback and the Greeks on^foot, and 
that the women warriors are usunUy clad in the well-known 
dress of the Persian cavalry, familiar to the Athenians since 
Marathon. He is disposed to attribute the general character 
of the vases to the influence of the paintl^r Micon, who at about 
that time painted in the Stoa Poikil^ and in the Theseion at 
Ath^s fresco-paintings of the battles of Theseus and^ther 
Amazons. This suggestion it would certainly nol be rash to 
accept. But when KlUgmann^ goes farther, and j>ropo8es to 
find in some of the schemes and fighting groups reminiscences , 
1 Pse Amazonen in iew ntfizcAen Literatur un^ Kun^t^ 187S. 
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of some of the figures of Micon, we feel that he is venturing on 
thin ice, because, as will abundantly appear hereafter, the 
customs of vase-painting were so definite and exclusive that it 
is far more likely that the artists would take details of treat- 
ment from one another and from tradition than from the new 

f 

and bold schemes of a‘ great and progressive fresco-painter. 
We are here cSi the borders of a very considerable question. 
Wh^t would seem to us more natural than that an Athenian 
vase-painter should copy groups of horseme^i or chariots, or 
take poses from the sculptural decoration of the Parthenon ? 
Yet scarcely more than two or three vasd^ can be pointed out 
which appear to show traces of the influence of the workshop 
of Pheidias,^ and only one or two show any close likeness to 
the pediments of the temple of Zeus at Olympia, or the reliefs 
of the temple of Athena Nike at Athens. And even in these 
^ases the relationship is certainly not close, and may be dis- 
puted. Tfrere is perhaps more ground for finding in sculptured 
relief the influence of contemporary paintings. We are told that 
Pheidias worked at painting when young, and his brother Pan- 
aenus was a painter. Professor Benndorf has made out a good 
case for seeing in some of the reliefs of the tomb of Trysa ^ an 
echo of the paintings of Polygnotus and other Attic painters ; 
but we cannot insist strongly on this line of influence, as its 
grounds are largely mixed»^ith hypothesis and conjecture, in 
the absence of the paintings supposed to be copied. 

L8t us however return to the question of the relations of 
vase-paintings to great works in fresco. We may best bring 
this question to a definite issue by discussing a vase-pai|gting 
whiflih has by good authorities been thus connected. 

c 

1 See Winter, Jungere attische Vaaen, p. St. 

s Benndorf, Heroon von Gjul Aischi TrysOt passim. It is especially 
> the introduction of perspective of a simple kind at Trysa (as on Pis. 12, 13) 
H^ich appears to point to the influence of painting. 
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Paiisanias thus describes a painting by Micon in the Ana- 
keion at Athens : ' “ The painting on the third wall is not intel- 
ligible without interpretation, partly because it has suffered 
from time, partly because Micon did not put in the whole 
story. When Minos was bringing to Crete ^Theseus and the 
rest of the tribute of boys and girls, he fell in love with Peri- 
boea. And when Theseus was his chief hindAnce, Minos cast 
against him angry reproaches, saying, among other things^ that 
he was not the son of Poseidon, for he could not fetch back the 
ring which he himself was wearing, if he threw it into the sea. 
With these words Minos is said to have thrown down the ring, 
and Theseus [plunging after it] came back from the sea, bring- 
ing it and also a wreath of gold, the gift of xVinphitrite.” 

The visit of Theseus to the court of Poseidon and Amphitrite 
beneath the watA’s of the Aegean Sea is spoken of in the • 
recently discovered poem of Bacchylides, and it is the subjecif 
of some very beautiful vase-paintings. One of these ^is the 
well-known kylix of Euphronius,® on which Theseus as a J^oy 
is represented as being presented to Amphitrite by Athena. 
A vase-painting more important for our present purpose, and 
here repeated (Fig. 35),® is of a somewhat later date and of 
less simple grouping. On the left we see the stern of the 
ship, whence the fish-tailed monster Triton is b€;^ring the 
young Theseus to the abode of •Poseidon and Amphitrite. 
This abode is clearly constructed after the fashion of a Greek 
shrine. Poseidon reclines, like the father of a family, on a 
couch. Amphitrite, seated near him, holds her golden wreath, 

1 I^usanlas; I., 17, 2. 

2 Repeatedly ligured ; see especially Moimments grecs, 187 J, PI. I. ; iSlein, 

Euphronios, p. 182; Harrison and Maccoll, Qr^ek Vase-paintings, V\. XI V.; 
Journal of Hellenic Studies, Vol. XV1II.,P1. 14; Furtwaiigler j.nd Reichhold, 
Griechische Vasenmalerei, PI. 5. • 

« Mon, dell Inst,, Suppl., PI. XXI. Repeated in Journal of Hellenic Studies, * 
Vol. XVIII., p. 277, whence onwjut. 
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Eros pours wine from an amphora into a crater or mixing 
vessel ; an oenochoe close by is ready to be dipped into the 
crater. ^Dedicated tripods stand near ; a few trees and plants 
show that Poseidon has his groves as w^ell as Persephone. 
Above, on the left, is the Sun-god rising^ from behind the 
hills in his chariot ; above on the right are four female figures, 
one of whom holds a shield. 

Whether these pictures are related to the literary versions 
of this early exploit of Theseus I shall consider in a later 
chapter (XIV.). At present I propose biiefly to consider 
whether they are related to the picture of Micon. In the first 
place we may observe that the cup of Euphronius, and some 
other vases which bear representations of this tale,' are too 
early to be influenced by the picture in question ; besides 
which their composition is altogether after the manner of vase-* 
paintings. The supposition that Euphronius would* be inflif- 
enced by Micon belongs to a stage of knowledge wbich«is now 
passed. But in the picture of the Bologna vase we may, un- 
hesitatingly trace the stylistic influence of the school of Poly- 
gnotus and Micon. It is apparent in the perspective of the 
picture ; indeed, it is so faithfully followed, that the place of 
meeting of Theseus and Amphitrite, which is on the vase of 
Euphronius identified by the introduction of swimnjing fishes 
as the bottom of the sea, here becomes a country of hills and of 
groves. The introduction of the Sun-god into scenes, an intro- 
duction which was a noted feature of the art of Pheidias, was 
probably a Poiygnotan innovation. And in the female figure 
most to the right, we^eem to have an example of Polygnotan 
allusion. The woman holds a shield ; and this suggests* that 
she, as well as her companions, is a Kereid ; Nereids on vases 
being commonly occupied in. carrying the arms made by 

9 

* Tbey aie figund by Mr. Arthur Smitii in Journal of BeUenUs Studieo* 
Vol. ZVllI., pp. 276 and f«)L . 
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Hephaesli^s for their sister Thetis, and by them borne to the 
tent of Achilles. 

Again, in the somewhat elaborate and variegated dross of the 
figures on the vase, we may trace a likeness to the style of the 
great Ionian painter, who adorned his women's hair with 
bright kerchiefs and gave them transparent robes. That even 
Triton should a chiton must almost certainly be a touch 
of Ionic art. 

But though the vase-painting thus belong# to the cycle of 
the works of Polygnotus and Micon, yet it is anything but cer- 
tain that it is an actual copy of the mura) painting of Micon. 
In the first place, we do not know exactly how Micon treated 
this subject. Pausanias says that he told the story imperfectly, 
and this reproach could scarcely be broTight against our vase- 

► j)ainting. Anfl further^ some of the details of the picture 
^eem much more suitable to a vase design than to a mural 
painting. «The treatment of Poseidon as a feaster, by no 
inejins unnatural to a vase-painter among whose commonest 
subjects were scenes of feasting, is scarcely worthy of a great 
painter like Micon, and the grouping of the upper line of 
human figures is so completely such as we are accustomed to 
in late Attic vases, that it is not easy to suppose for it in this 
case a disgimilar origin. If there be one feature which is likely 
to emanate from Micon, it«is the group of Triton and young 
Theseus. On the vase of Euphronius Triton is minute, and is 
supporting the feet of Theseus; here he bears the youth in 
liis arms, as in the sculpture of the fourth century Hermes 
carries^ the young Dionysus. But e^en on this poii^ we 
canifot insist. 

A definite proof of Polygnotan influence on vase-paintings is 
to be found 4in the use on some of them of Thasian dialectic 

> forms. In the inscriptions such forms would scarcely be used 
save by artists belonging to the school of Polygnotus and 



iz GREEK PAINTING 143 

brought by him to Athens. One vase-painter of the middle of 
the fifth century even bears the name Polygnotus.^ 

Painting is a more complicated and expressive ai*t than sculp- 
ture ; we caiinbt, therefore, be sui*prised that its period of high- 
est bloom is later. It does not appear that Greek painting ever 
reached a higher ethical level than if reached in the fifth cen- 
tury. But unquestionably the great painters dt the next age — 
Zeuxi s, Parrhasius, Timanthes, Apelles, and the rest — improved 
the technique af painting enormously, brought in a greater 
variety in colouring, developed perspective, and immensely in- 
creased the range of the art. Unfortunately, at this point we 
lose the evidence of vase-painting, which not only begins to 
decay, but is driven, so to speak, to despair by the increasing 
complexity of the great art of painting, of which it can give 
but the feeblest dbho. 

We are told that Polygnotus used but four colours — white* 
yellow, red, and black. But if this were the ease^how could 
he be praised for the mitrae versicolores which adorned, his 
women’s heads ? J. Lange ® is almost certainly right in his 
view that it was in representing the nude human body that he 
confined himself to these colours. For alike in architecture, 
sculpture, and painting, green, blue, and brown were used long 
before the time of Polygnotus, and one cannot understand why 
he should have abstained, for insliance, from using green for 
the representation of trees. But, doubtless, painters like 
Zeuxis and Apelles were much freer than he in their variety 
of colouring. * 

The colouring of Polygnotus must have been fiat and uni- 
form, without much light and shade. The full introduction of 
this enormously important element ipto painting was largely 

1 See Klein, Vaten mit Meistersignmturen, p. iii». 

* J[>ie VMnichlidne Oeatalt in dtr Ge9chichpe p. 66. Tliis is a 

work fu^ of genial and inteviulting observations. 
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the work pf the Athenian Apollodorus, who thus embarked on 
a great sea of discoveries* He is described as seeking after 
illusion in painting, — doubtless a very primitive illusion, — but 
the attempt was frowned on by some of the strfbter spirits of 
the time, among others by Plato. Of light and shade in ancient 
painting we can judge only from the frescoes of the Roman 
age. Pausias, a contemporary of Apeljes, is said to have 
greatly succeeded with perspective and foreshortening. 


There are but two ways, neither of theiA quite satisfactory, 
by which we can approach the painting of the later fifth and 
fourth century masters. In the first place we can make the 
best of such fragmentary remains of paintings of this period 
•as have come down tp^us ; and in the secdnd place we can 
feel our way back, with great caution, from the mural paint- 
ings of Rome and Pompeii to an earlier and nobler stage 
of art. 

I will mentioh a few of the most important extant remains 
of the period. On the key-stone of a grave in the Crimea was 
found a painting of the head of Persephone, crowned with 
flowers.' As in the grave itself there was found a gold coin of 
Alexandea the Great, the tomb can scarcely have .been later 
than s^bout 300 b.g. The painting represents a lady with dark 
brown hair and eyes. From the back of the head falls a red 
veil. In the ear is an earring, on the neck a pearl neckl^e, 
in the hand and on the head garlands of flowers. But this 
work, t]iough interesting, is of course the^roduction of a t^ird- 
rate krtist. ^t a somewhat higher Ipvel of art, and more easily 
accessible to an English ostudent, are the paintings of the cele- 

^ 1 Figured in the Russian Coinptes Bendua for 1865 in the exact colours. 

The origin^ has now faded. The colours are white, red, yellow, brown, 
green, andTblue. * 
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bfated Amazon sarcophagus of Cometo,^ which are indeed 
much injured, but in parts fairly clear, and which appear to be 
by a Greek artist of the second rank. In these paintings eight 
or nine colour^ are used. The expression of some of the heads 
is very striking; and the contrast between the sunburned 
bodies of the Greeks and the white •forms of the women is 
remarkable. I shall content myself with givifig in the text a 
single example of later fifth-century painting ; but, in fact, it 
is not an exampNii of painting, but only of drawing as a prepa- 
ration for painting. In graves in the Crimea wooden sarcoph- 
agi have been foundf to which were affixed plates of ivory, and 
other such plates were used to decorate lyres ; they were orig- 
inally painted with bright col- 
ours, and still retain incised 
outlines of the designs. One 
fragment is here figured® (Fig. 

36), perhaps belonging to a lyre, 
and certainly preserving to us 
very charming drawings of a 
male and a female figure. 

Some marble tablets, found at 
Pompeii and exhibited in the 
Museum of Naples, bear designs 
sketched in red which bear the 
marks of an origin in the fifth 
and fourth centuries, and in the 
Museo delle Tbrme are many 
pictures from villas injthe neigh- 
bourhood of Rome,® the charac- 
ter and composition of which 

^ Figured in colours in the plates (36-18) of the Journal of HelUnie StudieB, 
1883. The orifi^nsl Is at Fioreuce. . 

^ From AntiqtHtBa du Bosphoge Cimm^rien, PL 79, 1.' , 

s Mon. dell. Inet., XII., 21, 22, eto. 
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certainly ^go back to good Greek times. But such works as 
these can only inform us how decorative painters composed 
and drew small groups for the adornment of furniture and 
houses. They do not greatly add to the knowledge which we 
have already gained from such works as the grave-reliefs of 
Athens or the sarcoidiagi of Constantinople. What would 
especially interest us, if we could ascertain it, would be how 
Zeuxis and Apelles used colour, how they composed great paint- 
ings, and what amount of expression they put into their works. 

As to colouring, we can scarcely expect ever to acquire 
much knowledge, for colour, when it dots not disappear, so 
greatly changes with time that it gives a false impression. 
Probably the sarcophagus of Corneto and the Alexander sar- 
copiiagus of Constantinople will give us as good information 
as we are ever likely to acquire in this siibject. It would 
^eem that colour was not used in antiquity, as in modern art, 
in a thousjind fine observations and delicate suggestions, but 
wa^ always secondary to form, just as music was subordinate 
to poetry in songs. This is what we should have expected ; for 
form is related to intellect, and colour to feeling and emotion. 
And Greek work, as known to us, is restrained on the emotional 
side ; nor has it any touch of mysticism. 

As regards composition, our information is very defective. 
We have no descriptionsu of great works by Parrhasius or 
Apelles in Pausanias, and the descriptions of paintings left 
us by such authors as Philostratus and writers of the Anthol- 
ogy have very little value. The greatest pictures of later 
Greece, such as the Helen of Zeuxis, the Theseus of Euphra- 
nor,«the Demos of Parrhasius, the Alexander of Apelles,**were 
single figures. It has-been suggested that the well-known 
Pompeian painting which reprefients tlie sacrifice of Iphigeneia* 

1 Mukq Sorhonicot IV., 3. This engraving, which is stylistically quite 
worthless, is repeated by Baomeister and Rosoher s.v. Iphlgenela. 
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is derived from a paintiiig of much earlier time. Dr. Helbig 
observes in regard to it:^ ^<The composition is regulated 
according to the rules of early and strict symmetry: around the 
central group^’ (which consists of Iphigeneia herself borne by 
two* Greeks) “ we find corresponding to one another, below, the 
figures of Calchas and Agamemnoli ; above. Artemis and a 
nymph. Any crossing of the lines of the ngures is as far 
as possible avoided, so that but little modification would be 
needed before translating the group into relief. The figures 
who hold Iphigeneia are represented on a smaller scale than 
Calchas and Again^iuiion, according to the ideal principle of 
early art, which expresses the importance of various figures by 
their dimensions. In the garments of the king, Calchas^ and 
the supposed Dioinedes, wc see clearly the old style of treat- 
ment of folda.”**^ It has been suggested that this i)icture may* 
go back to a work of Timanthes, who is said to have painteS 
the subject, and to have represented Agamemnoni (as here) 
with face veiled to hide his grief. But if Helbig’s criticism is 
correct, as I hold it to be, it would i)oint to an earlier stage of 
art than the time of Timanthes, who was a fourth-century 
artist. 

One of the most striking of all ancient pictures is the Pom- 
peian mosaic representing the charge of Alexander Ahe Great 
at the battle of Issus. This admirable work would seeip to be 
a copy of a painting made not long after the time of Alexander ; 
and since it is in stone, it has preserved to our day all its colour- 
ing and its fr^hness. Its evidence is of the greatest value, 
in several respects. ^I engrave (Fig. 37), from a photpgraph, 
the central part, which represents the panic syid fiiglit of 
^Darius and his charioteer; to the left^re the charging Greeks, 
and in the foreground a young Persian trying to curb a 
terrified horse. Lange ^ seems to me 4i0 have rightly ex- 
1 Wandgein&H^ Campaitiem^ p. 283. > Op, ciU^ p. 112. 
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plained the motive. The attention of both Darins and the 
young knight in the foreground is concentrated on a young 
Persian on horseback who has just fallen before the lance 
of Alexander, who charges from the left. Th6 fallen man 
is probably a son of Darius. The father cannot help, in 
spite of his flight, holding out a hand towards him. The 
knight, in the foreground has dismounted to give him his own 
horse f but it is too late. 

Lange considers the original of this mosaic id have been one 
of the very greatest pictures ever produced. I must not dwell 
on it longer. But it certainly serves to prove to us that the 
Greek painters of the fourth century were not afraid of attempt- 
ing very complicated grouping, and were skilled in foreshorten- 
ing. The reader may compare the figure of a Nereid, seen 
*^froin behind. (Fig. 58, below.) And it infliCates that they 
were very successful in that expression of emotion in the face 
of which Socrates discoursed to Parrhasius. It may indeed be 
suggested that the later copyist may have in these respects 
modified his original. But a comparison of the Alexander 
sarcophagus, a work which has a decided likeness to this 
mosaic, will prevent us from regarding the latter as in any 
essential respect a work of the Eoman age. 

It is more than probable that the influence of the great 
painter^ of Greece went on working during the Eoman age, 
and that it affected not only the mural painters of the Italian 
cities, but even the artists of a still later class of monuments, 
the sarcophagi made under the Eoman Empire for wealthy 
citizens,, The subjects of many of these ^sarcophagi are taken 
from*Greek myth, and the manner of composition of the reliefs 
is often rather that of painting than that of sculpture.^ Of 

^ 1 Tbe sarcophagi with mythical sahjhSiB are collected by Professor Bobeirt 

in the second and third volumes of the j^eat German publication, Die antiken 
Snrkophag-JEieli^a, 
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tkese, as of the paintings of Pompeii, 1 cannot here treat; 
they offer far too complicated a subject, and one outside the 
limits which 1 have accepted. ^ 


On the whole, ^Greek painting through all its history must, 
so far as we can judge, have shown the same qualities as Greek 
sculpture. The technical difficulties of painting, which to the 
end the artists only partially surmounted, anti the immense 
vogue of the art of sculpture, tended to make painting approxi- 
mate to sculpture far more closely than !t does in modern 
times. And this tendency fitted in naturally with the general 
character of Greek art, its idealism, its definiteness, and its 
intellectuality. The superior expressiveness and suggest! ve- 
*ge88 of painting were not fully appreciated m Greece: land- 
scape-painting in particular was always crude and wanting in 
imaginatioif. It was in the drawing of single figures, the 
arrangement of groups, in the expression of character and of 
pathos in human forms, attitudes, and faces that the Greek 
painter excelled. And in these respects even the paintings of 
Ponipeii, which must not for a moment be regarded as 
examples of what Greece could do in the way of painting, 
have won Very high praise from able modern critics.^ 

It would seem that the lead in the changing tendencies 
whicji mark the evolution of Greek art usually belonged to 
the painter, whose art was naturally freer, and less closely lim- 
ited by the influence of the school. Cimon of Oleonae may be 
regarded as having put the last hand to ^chaic art, which has, 
even in modern days, great fascination ; jPolygnotus certainly 
acted as a forerunner of the great school of Pheidias ; Parrhasius 
and Zeuxis introduced the pathetic tendency which passed on to 

I 

1 See especiiUly the remarks of J. Lange in the second volume of 
his MensMichA OestalU 
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Praxiteles. The painting of the Hellenistic age, to judge frd!n 
Pompeii, must have in variety and expressiveness greatly 
surpassed the sculpture of that age. It is however remark- 
able that in*portraiture the sculpture of later Greece excels 
beyond all comparison the superficisi^I and vylgar works, mostly 
from Egyptian sarcophagi, which are almost ibII we possess in 
the way of painted Greek portraits. On the other hand, some 
of the little sketches of Pompeii show a lightness of hand and 
boldness which are impossible to workers in the heavy materials 
of clay and marble. 



CHAPTER X 


CLASSES OF VASES 

Although the painting of vases is necessarily among the 
lower forms of ai't, a form seldom pi'a^tised by men of high 
talent or originality, yet vases are an inestimable record of one 
side 'of Greek art. They cannot reproduce the colouring of 
^ Greek frescoes, nor the impression of their dignity and charm, 
but they show us the character of grouping and of drawing in 
Greek painting. They are first-hand documents, belonging to 
the^best period of art; treating the same subjects as were 
treated by the great masters, and perhaps in a not dissimilar 
way. They are mostly from the workshops of Athens, and 
sho^ some of the finer qualities of Attic work — simplicity, 
grace, and a wonderful appreciation of the beauty of the 
human form. And they are especially interesting as treating 
many of the themes of Greek mythology in an independent 
and ye): not very dissimilar way from the poets. 


Periods and Schools of Vases , — It is not intended here to give, 
eveir in outline, a history of Greek vase^ainting. Than such 
a history nothing is more urgently needed for the teaching of 
archaeology^ The student must be referred to Eayet et Col- 
lignon’s C^ramique grecque and the articles in Baumeister’s 
Denkmdler and Smith’s Dictionary of sAntiquitieSy which are the 
best summaries .^.t present attainable. All that will be here 
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given is a statement of .the principal classes of vases, with 
their countries and periods. 

(1) Mycevxiean and pre-Mycenaean, — The prehistoric record 
of Greece aiM Asia Minor has of late years been revealed, age 
beyond age, as far back as the Neolithic i)eriod. This record 
consists in great part of pottery, which can assigned to the 
respective strata of civilization which preceded the historic 
age of Greece. Some of it is decoratively very beautiful, espe- 
cially the so-called Kamareis ware. Such pottery, however, 
does not come within the scope of this work ; first, because it 
is pre-Hellenic, oi^ at all events separated by a deep chasm 
from the productions of historic Hellas; second, because it 
does not, if we except a very few vases of the later Mycenaean 
age, present to us any representations taken from human life. 
It is fair to say that the pretty Kamareis ware presents close* 
analogies to the art of Japan than to that of historic Greece : 
it can therefore give us no light on the subject w» are investi- 
gating, the laws and the conventions of Greek art. 

(2) Geometric (900-700 b.c.). — This is the ware which suc- 
ceeds the Mycenaean in Greece. It is so called because geo- 
metric patterns are the kernel of its decoration, and even the 
figures of men and animals become on it little more than 
geometric figures. An example will show its general char- 
acter (Fig. 38). This ware undoubtedly belongs to Greeks, to 
the semi-civilized races who had conquered the wealthy and 
luxurious Mycenaeans and succeeded to their dominions. It 
shows close analogies to the pottery and bronze work found in 
the north of Europe, and at such sites as Hallstadt, jsirhether 
the style originallj spread south from the Baltic, or "north 
from the Mediterranean. Geometric vases, especially those 
from the early cemeteries of Athens, furnish us with some in- 
teresting transcripts from the daily life of the primitive Greek^ 
their warlike expeditiqds, and their burial. customs; yet as to 
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real Gi^eek style they give us very little light. They help us 
rather to trace the origins of Hellenic civilization than to fore- 
cast to what it would grow after ages of splendid development. 



Fio. 38.— Geometric vase in Ashmolean Museum. 


r» 

(3) Earl^ hlack-Jigured (700--550 b.c.). — In the seventh cen- 
tury the rapid rise of Greek civilization began, and to keep 
pace with the civilization, the pottery of Greece emerged from 
its rude beginnings, and began to become distinctive. Becep- 
thre, as is often the case when a strong national movement takes 
place, the potters were quite ready to use and adopt whatever 
shapes of vases and decorative principles seemed worth adopt- 
ing from the peoples round. Hence many Oriental motives — ^ 
the paTmette, the lotus, the lion, the griffin, the winged human 
figure — appear on Greek vases. These figures mostly appear 
ranged in horizontal bands, which run round the '^ases one above 
another, in a manner usual in the pottery and metal ware of 
the East. It is interesting to trace thdk process whereby the 
human form®and tales of Greek mythofogy gradually make 
their way amid the anim'al and plant forms. A good example 
eis a pyxis or box of Corinthian ware in the British Museum' 

l PublUOied hj Mr. Cecil Smith in the Jowmattiif Beilenic Studies, V., p. 176. 
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(Fig. 39) on the cover of which is depicted a procession of 
animals, and round it a procession of lions which is somewhat 
incongruously interrupted by a representation of Herakles dis- 
charging an arfow at the triple Geryon, whose oxen stand by 
in a group. When once the human element has made its ap- 
pearance on these orientalizing vases, it soon expels the mere 
rows of animals fighting or walking in line, either to the neck 
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Fig. aO. Archaic pyxis. 


of the vase or to the place just above its foot. Thus. almost 
from the first the Greeks subordinate the borrowed elements 
to the expression of their own ideas in accordance With their 
own artistic principles, and we see the style of which I speak 
under the next head gradually consolidating. Mythological 
groups and types become established, and artistic tradition 
arises. In this period there were active potteries in several 
of the Ionian cities of Asia, such as Miletus, Samos, and Ca- 
meirus in Ehodes; while, in Greece proper, Corinth, •Chalcis 
in Euboea, and Athens seem to have surpassed other citi^^s in 
the potter’s art. 

(4) Later (Attic) black-flgtired (550-480 n.c.). — By the middle 
of the sixth century, Athens seems to have gained the first 
place in the manufacture of vases, and to have developed 
a formed and consist^t style. The principle o1^ it was* to 
varnish with black tne handles, the’ feet, and the less im- 
portant parts of a vase ; but to reserve certain fields of square, 
oblong, or circular form, whereon to paint a scene from my- 
thology, heroic story, or diily life. In this style the 
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)ireTe*represented in silhouette — that is, with a wash of black 
paint, on which, for certain details, white or red were added. 
The flesh of women was commonly given in white, the hair 
and beards of men and parts of garments inured. The inner 
markings were made by a tool in the clay, the silhouette being 
cut through, and the red body of the vase showing. That we 
are now in the full current of Greek artictic activity is shown 
by*the fact that many Attic black-flgured vases bear the signa- 
tures of those who painted them, of such artists as Amasis, 

Exekias, and Nearchus. In fact, the vases of this class furnish 

•* 

us with a large number of interesting representations. And 
these well illustrate some of the fundamental artistic priuci- 
p^ps of Greece. But the primitiveness and monotony of the 
method of drawing, combined with the enormous demand set 
up by .the Etruscan custom of burying Attic ware with their 
dead, caused the production of it to be usually hasty and 
conventional. Its abundance in our museums is perhaps a 
misfortune. At any rate, it was like the letting out of water 
when, towards the end of the sixth century, the red-figured 
method of vase-painting was introduced, though the black- 
figured method did not, for perhaps half a century, go out 
of use. 

(5) Red-figured {Attic); severe (526-460 b.c.)." — In this style 
the J3lack silhouette was given up for outline figures drawn in 
blfLck on the red surface of the vase, while the background was 
painted out in black varnish. The great advantage of the 
new process was that inner markings could henceforth, instead 
of being cut with a tool, be drawn with the pen or brush. 
Ttus the formality of the design waa greatly reduced, and a 
path toward freedom,opened. What especially distinguishes 
red-figured vases from the first is the facility and beauty of the 
lines in which they are drawn.' To speak of them as painted is 
iK^ly correct j the designs are eps6ntiallyjinear drawings, and 
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ELS sucb. they must be judged. It is in this fashion that the 
best known of the Attic vase-painters, Euphrouius,^ Brygus, 
Duris, and the rest worked : their favourite form was the kylix. 

The interest attaching to Greek vases certainly centres in 
the early red-figured drawings. The reasons^ may be briefiy 
stated : — 

(a) They are works of Attic artists, of the stirring period of 
the Persian wars. The sculptural remains of Athens at 'this 
time, or at least at the time just after Salamis, are few, but 
it was as full of^ interest in the history of art as in political 
history. Attic taste,* soon to give birtli*^ to works memorable 
forever, was rapidly forming under the influence* of all that 
was most noteworth}*^ in the art work of Greece and A^ia, 
which found a focus at Athens. The stately conventions of the 
archaic period were giving way before the burst of fr^sh life 
and energy which was pouring into art under the enthusiasm of 
triumphant nationality. Decade by decade, almost year by 
year, Hellenic art was throwing off the limitations of its child- 
hood, and becoming mature. 

(P) The school is essentially a school of vase-painting, not 
merely of painting adapted to vases. The designs were com- 
posed with a view to vases, and thus, have the intellectual 
charm which attaches to the study of artistic strivingfif devoted 
to rational ends. As a natural result, there is a remarkable 
freshness about these works. They are strictly architectonic 
in character, and yet they are perfectly full of the life of the 
day, representing not only myth, but the drinking-bout, athlet- 
ics, fashionable life. They combine, so to speak, primness of 
manner with underlying naturalness, humour, delight in life. 

(y) These vases are very largely siguied, and thui} enable us 
to compare one with another artists of the period. This 

1 On EnphronluB Dr. W. Kleinjias written a vailaable monograph. Lists of 
woriES of other painters are given in bis-Fissen mit MeUtertiffwUuren, ^ 
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gives a human, almost a personal, interest to them ; we trace the 
influence of one vase-painter on another, and the variations of 
style in the works of one man. The vases also bear the names 
of the most celebrated beauties of the day, painted on them for 
fashion’s sake — such names as Miltiades, Gleinias, Alcibiades, 
which are so familiar to lovers of Greece. Thus they help the 
imagination, and add a touch of reality to the narratives of 
He*rodotus and Thucydides. 

(6) Redrjigured (Attic); free (460-400 b.c.). — Towards the 
middle of the fifth century the influence of the great Greek 
painters, Polygnotus, Micon, Panaenus the brother of Pheidias, 
and others,* began to make itself felt in vase-painting.^ This 
influence worked both for good and evil. The treatment of 
perspective improved, the human body was rendered with 
greatei; correctness and beauty, and more freedom from con- 
vention was introduced. But on the other hand, vase-painting, 
as such, drifted from its old moorings and took the first move 
itpthe direction of decline. The designs, though in some ways 
showing a greater mastery, are no longer so thoroughly adapted 
to the field for which they are designed, or the vase which 
they adorn. We no longer regard them as nearly perfect 
within narrowly fixed limits, but are disposed to look beyond 
them to the conferaporary fresco works of which they are 
sometimes a reminiscence. But actual competition with these 
greater paintings was impossible; hence the vase-painter be- 
came less well satisfied with his work, which he no longer 
signs. He is no longer ambitious, but has sunk from an artist 
to a craftsman. 

(7) Whije-ground vases (fifth centu^). — In this style, in 
place of drawing directly upon the red clay of the vase, the 
potter first covered its surface with a layer of fine white ma- 
terial. The importance of this difference in technique lies 

1 See Winter, DiejungeretL MtUahm Vasen; iJbo diapter IX. above. 
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in the fact that the process of vase-painting thus resembled 
far more closely that of fresco-painting ; and fresco-paint- 
ing, or painting on prepared wet plaster, was tlie usual 
procedure in tlfb great art of Greece. As a natural conse- 
quence, the designs on white-ground vases are freer and less 
conventional than those on contemporary red-fgured vases, 
and are not merely drawings but real paintings, the outlines 
being filled in with washes of colour — red, 
yellow, blue, and 'brown. In the early part 
of the century this technique was employed 
by some of tlie*great Attic vase-painters, 
such as Euphronius and Duris, and was used 
for the kylix as well as the lekythos. Later 
it was almost confined to the lekythi spe- 
cially made to be buried with the dead,^ 
which have been preserved to us in groat 
quantities in the cemeteries of Athens, 

Eretria, and Sicily (Fig. 40). 

These beautiful lekythi may well be com- 
pared with the reliefs of Attic tombs, which 
they closely resemble alike in sentiment 
and in their subjects, which are usually 

taken from the cultus of the dead at 40. -y^kythos 

from Athens. 

Athens. 

(8) Red-fignred vases; late (400-300 b.c). — A few of these 
appear to have been made at Athens ; but the supremacy of 
the Athenian vases passed away after the failure of the expedi- 
tion against Syracuse. Most of the late vases were macle in 
lower Italy, especially ^ Tarentum. The degeneration in vahe- 
designing which set innate in the fifth century proceeds rapidly 
in the fourth. Though some of • the vases of lower Italy are 

1 As to these, see the work of ^ottier, Lea licythea htanca attiquea, Plate 
U. of that work represents a iorgezy. 
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Qonspipiions for size and elaboration, the designs are in style 
disappointing, showing softness, carelessness, and want of 
^xed principle. Some of them are however important on 
account of their subjects, and more especially in relation to 
the dramas of Euripides. 


Forma , — Although the painted vases of our museums were 
made for decoration, not for use, since they are too fi-agile to 
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be easily handled, and too porous to contain liquid, yet in their 
forms they resemble the vessels of coarse earthenware or of 
precious metal which were used in the service of Greek houses* 
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Sometimes, indeed, the forms are evidently closely copied from 
metal prototypes. It is unnecessary here to detail all the forms 
used for painted vases, which are in number many hundred ; * 
we need mention but a few typical examples; for our concern 
here is not so much with the potter’s art, ^ as with the more 
expressive and graphic manifestations df the fiellenic spirit. 
The chief classes of vases are the amphora, an ornate imita- 
tion of vessels for storing wine, the krater or mixing vessel (Fig. 
41, h, c), the Aydna,*with three handles (Fig. 41, a), wherein water 
was fetched from the well, the oejiochoe or wine-jug (Fig. 41, d), 
the kylix or drinking-vessel, the lekythos or oil-flask, the jyyxis or 



Fig. 42. — Kylix. 


toilet vase, etc. For the purposes of the vase-painter the most 
’important form was the kylix (Fig. 42), which allowed of a 
series of connected or complementary subjects. The two fields 
of the vessel on the outside offered two oblong spaces, tha upper 
and lower of which were curved, so that each had a form 
not unlike that of a pediment, with the action culminating in 
the centre, while in the interior was a circular field, suited to*a 
group of two or three figures. 

In the case of the larger vases, such as the amphora and the 
krater, the field for th^' design is usually either oblong dt 
square. In early vases ire have commonly a series of narrow 

1 For engraviDgs of forms, see the Oatalogue of Vases in the British 
Miisenm, Vols. 11., 111., Intrdfitiction ; also Furtwangler’s .-Cafa/oj^ice of Vases 
at Berlin, Heydemann's Catalogue ef Vases at Naples, etc. 
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bandisi running round ; but as time goes oii greater simplicity 
comes in, and in the best period a simple group which occupies 
a space roughly square or oblong is most usual (Fig. 43). 

A noteworthy point in regard to Greek vases is that the 
scenes depicted oi\ them have frequently a reference to the 
purpose of tjie* vase. "As the sepulchral lekythi already men- 
tioned bear subjects taken from Greek burial custom, so there 
appear nuptial scenes on the vases used at marriages, and 
scenes from the lives of women on the pofs which held their 
unguents. On the kylix appear many representations of the 
social life of Athens. ^ 



Fio. 43.— 'Amphora, Asbmoleau Museum. 


CHAPTER XI 


VASli;3 : SPACE, balance, pekspectivb 

A Greek Vase as a Whole, — The form, the decoration, the 
designs, all go together, and are all worked out in relation one 
to the other. The form requires a certain arrangement of the 
linear decoration, the decoration suggests the form of the ob- 
jects to be drawn on the vase. And all these elements of the 
vase not only bear simple relations one to the other, but are in 
themselves simple. 

But the vase which is a whole is made up of parts, each of 
which has a purpose in subordination to the purj^ose of tlie 
whole. The mouth in the oenochoe is made in trefoil shape 
for pouring, in an amphora wide to admit the ladle, in the 
crater wider still. The lekythos has but one handle, as it is 
used for oil, the amphora two, that it may be lifted with 
two hands, the hydria three, two for the lifting of the vessel 
and one whereby it may be held in place on the shoulder. 
The breadth of the foot is carefully proportioned to the 
diameter of the vase, so as to secure a reasonable stability. 
Handles, foot, and neck, it may be added, were usually made 
apart, and joined on to the trunk of the vase when shaped, "bait 
of course before baking. 

Some of the strict rational laws of decoration which we found 
to be potent in architecture holU in the case of vases also. 
Here also the parts which bear the most strain are the least 

adorned, and such decoration as they bear follows the line of 
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164 


A GRAMMAR OF GREEK ART 


CHAP. 


strain. . The handles, liable to constant friction, are usually not 
decorated; the neck, if long, is sometimes adorned in linear 
fashion, as is a column with flutings. In black-figured vases 
there is a circle of rays springing upward from the foot, but 
later this is given up. The design on red-figured vases is com- 
monly boundejj above and below by a band of maeanders or 
other simple pattern, a band which not only frames the design, 
but "seems to hold the vase together. When the shoulder of a 
vase is- broad, it sometimes bears a subject ; ljut this is subor- 
dinate- to the principal subject, which occupies the main field of 
the vase. When the shoulder is narrow, as fn lekythi, it only 
bears a pattern. Elaborate palmette patterns often adorn the 
X)arts whence the handles spring, and serve to separate the 
obverse from the reverse design. 

As ^le forms of vases are fairly constant, so the decora- 
tioh changes but slowdy, and persists over long periods of 
time. Each class of vase preserves its own kind of decora- 
tion. 

After speaking of the forms of vases it w8uld he natural, 
before coming to the painted scenes, to treat of the elements of 
their linear decorjition. This is a matter which greatly interests 
all real students of vases. Not only is it a marvel to see how 
out of a few simple forms — the maeander, the lotus, the pal- 
metto — the vase-painter contrives a considerable variety of 
gr^(;eful borders .and designs to fill blank spaces, but also the 
details of the decoration of a vase are among the surest indica- 
tions of its date and the place where it was produced. The 
reasons why the subject is not here discussed are that it is too 
detailed, and too intimately connected with the whole history 
of vase-painting. It would also requir^ian impossible number 
of illustrations.^ 

1 A good, though not very recent, book on the subject of the decoration of 
vases is Xah's Die griechieohen Fasen, with the text by BnuUL and Ekrell. 
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Conditions of Space. — In examining the designs on a vase^ 
the first thing to consider is the conditions of space. After 
the very early period, the field on a vase reserved for the 
designs was clearly marked out, and often bounded by lines of 
maeanders or other ornament. The ordinary fomns of the field 



Fio. 44.— Vase from Rhodes. 


are oblong, square, or round. In the case of the k^^ix, as we 
have seen (Fig. 42), the peculiar shape of the designs on the 
exterior gives them a character at>proaching that of the pedi- 
ment. The square field, if simply treated, wifi resemble that 
of the metope, and long spaces of small height will naturally 
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lend tkemselves to contiuuous scenes such as those which we 
find in the friezes of temples. Thus all the kinds of decora- 
tive sculpture which belong to Greek temples may be said to 
have parallels in vase-painting. 

In the vase^of the early classes there is conspicuous what 
has been called a horror vaciii on the part of the designer. He 
has a strong objection to allowing any part of the held of a 
vase to remain undecorated. For this reason, probably, the 
whole surface is covered with bands of animals, or processions 
of monsters superimposed one above the other. The horror 
vacui may take a very simple and naive form. The spaces 
in the designs wliicdi adorn early Ionian or Corinthian vases 
are filled up with little geometric patterns or rosettes (Fig. 44). 

In the somewhat 
more developed 
works of early black- 
figured classes,* the 
subjects of which 
are chariot-groups 
or simple groups of 
human figures, fly- 
ing birds, hares, 
dogs, “ and other 
animals are often 
introduced for the 
same purpose, and 
without reference 

to the subject por- 
Fio. 45.— Gyrenalc vase. a j a 

trayed. As an ex- 
ample I figure a kylix of the Cyrenaic class (Fig. 45), on which 
is represented a hero slayihg a serpent in front of a tem- 
ple, while flying birds, a hare, and a serpent fill up the field.^ 
i Arch. ZHtung, 1S82. FI. XIL, 2. 
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Another good * example will be fouudL in the owl beneath 
Hermes in Fig. 81. 

Afterwards one may find a survival of the same principle in 
the skill with which the attitudes and positions of figures are 
so contrived that they fit one into the other, and so occupy the 
apace that no blank meets the eye. A bette*r example could 



Fio. 46. — Vase by Hiero. 


scarcely be found than a vase-painting of Hiero (Fig. 4(5), repre- 
senting a dance of maenads,' where we have a very beautiful 
composition perfectly adapted to the space at the disposal of 
the artist. It will be observed how the thyrsus of one maenad, 
and the fawn earned by another, fit into spaces of the back- 
ground; and indeed every figure is planned with direct reference 
to its neighbours. 

1 Wi&r^uVorUgehldtter^ A.. PI. 4. 
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A good deal of what has above been said & to the general 
characteristics of early art, the law of frontality, and the 
like, applies quite as much to vases as to the sculpture from 
which most of our examples were taken ; though it is natural, 
seeing how much easier the brush is to wield than the chisel, 
that we find ti'afisgressions of these unwritten laws of early art 
more often oif vases. 

I)r. Lowy formulates the following seven rules as applying 
to Greek drawing and painting in the archaic age,^ rules based 
on the psychologic facts already mentioned (chapter V.). 

(1) The shapes and attitudes of figures ar^ pai*ts of figures 
are limited to a few typical forms. 

(2) * These forms are stylized, that is, made into linear 
schemes either regular or approaching regularity. 

(3) The representation of forms depends on the outline, 
whetheir this be a linear contour, or made into a silhouette by 
a filling of even colour. 

(4) When colour is used, it is uniform, without introducing 
degrees of light and shade. 

(5) The figures generally offer themselves to the spectator 
in their broadest aspect in every part. 

(6) In a composition, the figures, with a few exceptions, 
succeed one another in a series, avoiding overlapping or inter- 
section in important parts; thus the nearer and further is 
represented by an arrangement side by side. 

(f ) Bepresentation of the place where a scene is enacted is 
omitted or almost omitted. 

The reader can test the correctness of these views, which 
mus^ on the whole be conceded, by examining any series of 
archaic vast-paintings. The first five hs^ve perhaps been suffi- 
ciently considered at the beginning of chapter V. As regards 
(6) our illustrations abundant!^ prove that it holds even to the 
^ Die NatunDUdergmi^^ pp. 3-0. 
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end of vase-p&inting. (See Fig. 79.) Occasional exceptions, 
however, may be found, as Fig. 54. Place is, as we shall see 
in chapter XIL, indicate4 on later vases, but in a summary 
way. 

Balance and Symmetry. — I have spoken of these already in 
relation to Greek sculpture, and the princi^es already estab- 
lished apply to the figures painted on vases as Veil as to those 
executed in bronze and marble. Greek art is statuesque 
throughout, or at least seems so to a modern eye, used to the 
bold attempts and endless experiments of modern painting. 
But the working of the principles in the particular field of 
Greek vases requires further explanation. 

This subject has been ably dealt with by Professor Brunn in 
a series of remarkable papers.* He traces in sculpture aiid in 
vase-paintings the working of that principle of balance and 
measure which runs through the whole of Greek poetry, phi* 
losophy, and art. He writes as follows : — 

The tectonic principle is one of the most important factors 
in Greek art, in the earliest time perhaps even the most impor- 
tant. It prevails in the oldest works of art, the geometric 
vase-paintings, the shields of Homer and Hesiod, etc., and if it 
be true that the earliest decorative art of Greece shows less 
clumsiness, laxity, and inconsistency than that of other peo- 
ples, the reason is that from the beginning onwards it rests on 
this principle and abides by it as it presses toward greater and 
greater freedom.” 

A similar phenomenon meets us in poetry and literature. 
Buies and traditions, when not carried to the length of for- 
malism, serve not so much to fetter the artist as to give sug- 
gestions to him, ai)^ to offer him a fair opportvinity for the 

exercise of his talent. Critics sometimes speak of the fatal 

\ 

1 Ueber tektoniachen Styl in griech. Plaatik und Mt&Urei ; Proceedings of • 
tile Bavarlaik Academy, 1883 1884. 
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facility of blank verse, and this facility often &rives it in the 
directioii of flatness or in that of over-elaboration. On the 
other hand the intricate symmetry of the sonnet is probably 
the condition which has prompted many really p©etic thoughts. 

As striking examples of the prevalence of the architectonic 
principle, Rrunn* cites the Melian terra-cottas, one of which, 
representing tlie slaying of the Chiiuaera by Bellerophon, is 



Fig. 47. — Melian terra-cotta. 


hei*e given (Fig. 47).^ It is obvious how the whole group is 
balanced in the manner of a geometrical figure, much, indeed, 
like the Greek B. In another of the Melian groups, that of 
Perseus on horseback, carrying the head of Medusa, whose 
headl^s body is beneath the horse, we have a somewhat differ- 
ent scheme, in fact, this tendency to schemes is universal. 
Of course in the case of a terra-cotta figure, formed in a mould, 
^ there are external and obvious i%asons for close and methodical 


^ MillingeDi Anc. Umdited Mony^mentSt II., PI. 3. 
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packing of tlie group ; but the same principle prevails in vase- 
painting ; the lines of a vase exercise on the artist the same 
kind of influence as the practical necessities of the mould ; an 
inner law tak^s the place of external pressure. 


Turning to vase-paintings, we may first ribte a point on 
which Briinn specially insists, that vase- , 

paintings stand in a definite relation, 
not only to the spaces which they are 
to occupy, but ajpo to the shapes of the 
vessels which they are to decorate. 

The line of gravity of the figures is 



Fiu. 48. — Nolan amphora. 


Fi<f. 49. — Lehythos. 


also the line of gravity of»the vases; the vase is as it were the 
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frame of the picture. This is especially clear w&en the subject 
is a simple one^ as on the little amphorae found at Nola, and 
so called Nolan, though they are no doubt of Attic fabric 
(Fig. 48), and on lekythi (Fig. 49). 

The relations to the space to be occupied are, however, more 
important. We l^egin with a simple design adapted to an ob- 



Fiq. — i<'rom a vase, Aslimoleaxi 

Maseuni. 


long space (Fig. 50). 
The youth here depicted 
is carefully balanced 
about a line passing from 
the hB%d between the 
feet. If he were in pro- 
lile, this could be less 
perfectly accomplished, 
since the front of him 
would, so to speak, out- 
weigh the back. But by 
turning the face in one 
direction and the* foot in 
another, and placing one 
arm in each half, more 
perfect balance is se- 
cured. In the same way, 
when winged figures are 
introduced, one wing is 
pointed forward and one 
backward, from a feel- 
ing that tlie two wings 
together would over- 
baljince a figure. (See 


^ Fig. 12.) Next we may 
take a design adapted to a circular field (Fig. 61). It would 


well suit a square field, yet placed divhere it is it seems ready 
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to reYol'V« loimd its centre: we feel the motion as well as the 



Fia. 51. — From a kylix. 

direction of face and limbs to be specially suitable. Another 
skilful adaptation to a 
circular field may be ob- 
served on a vase of Epic- 
tetus in the British 
Museum ' (Fig. 52). 

In vase-paintings which 
contain more than one 
figure we may trace from 
early times the same care- 
ful balancing. With the 
vase last cited one may 
compare another kylix^ 
from the same pottery, 
where two figures are carefully interlaced (Fig. 63).* 
t SriUfh Mu9mm Catalogue V Vasea^ IZl.i P1.,V1., 1. * FI. VI., 2. 



Fio. 52. — Kyllx by E|iictetiis. 
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Little more than heraldic is the grouping of Iiuman-headed 
birds and panthers on a vase of the Ashmolean Museum (Fig. 
64). When human figures are introduced, this mechanical bal- 
ance is naturally modified by the action and purpose of the 


group. An example is given from 



Fio. 53. — Kylix by Epictetus. Fia. 51. — Vase in the A^molean 

Museum. 


and helmet form a pivot, on either side of which is a figure 
carefully balanced; (2) these two figures follow the lines of 
the neck of the vase. Not only is the whole space used, but 
the lines of gravity accord with the form of the vase. 

In a three-figure design, the midmost of the three figures is 
often balanced about its centre in the same way as a single 
figure, and the two flanking figures are turned toward it (Fig. 
59). In a four-figure design the two midmost figures commonly 


iUtr,Pi.xxm,2. 
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form a group. As an example, we may cite a vase in the 
Ashinolean Museum (Fig. 56), where in the midst is Dionysus 
and an attendant satyr, forming a group which is on each side 
flanked by a maenad turned toward it. ^ 

More elaborate schemes by more skilful ^composers, where 
group balances group rather than figure figure;»and where male 



Fio. 65. — Vase at Munich. Fio. 56. — Vase in Ashmolean Mhsenm. 


and female forms are used in contrasted poses, may be abun- 
dantly found on vases. We have the same development in 
sculpture, from the rigid symmetry of the Ae^inetan pedi- 
ments to the thouglftful balance of those of the Parthenon. 

It requires a careful observation to trace, in the elaborate ^ 
designs of the more accomplished vase-painters, the way in 
which a careful balance is preserved, a&d yet is not allowed to 
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degenerate into uniformity and insipidity. Good examples will 
be found below in Figs. 66, 72, 74, etc. Alike in filling up the 
spaces of the background, and in furthering the rhythm of the 
(Jgsign, great use is made of drapery. I purposely say drapery 
rather than dress, ^raperjr being dress treated rather in refer- 
ence to a design ^han in reference to the weairer. In the best 
Greek vases both of these considerations are taken into 
accouht. 


We may next consider the relations of the^aintings on a 
vase to one another. Vases of the larger kinds, amphorae in 
particular, have usually what may well be called an obverse 
and a* reverse, two groups on the front and the back of the 
vase, corresponding to and balancing one another. These 
vases show not unfrequently some continuation or correspond- 
ence of subjecf in the two designs. For example, on a vase 
of the class called Nolan, because commonly found at Nola, 
though of Attic fabric (Fig. 57), which is now in the Ashmolean 
Museum,^ we see on one side the goddess Eos, the Dawn, who 
fell in love with Tithonus, and Tithonus on the other. On 
another vase of the same class we see Hector on one side and 
Andromache, with the child Astyanax, on the other. How- 
ever, more commonly by far the main design is depicted on one 
side, Y^ile the other is occupied by a mere decorative figure 
or group without much meaning. It is clear that these ves- 
sels were exhibited in such a way that only one side of them 
was usually seen. In the case of the hydria, the oenochoe, and 
the lekythos, where one side of the vase was occupied by the 
handle, one si^e only was used for a paintefi scene. 

The painter of the kylix, who has two larger and one 
smaller space at his disposal, has a specially good opportunity 
1 Journal t/ Hellenic StwiiesfXm., p. 137.* > Md., IX., p. 11. 
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of depicting successive scenes from one story, and sometimes 
he takes the opportunity. For example, on a kylix in the 
British Museum,^ we find depicted on the outside six of the 
adventures of Theseus, arranged in two groups, and in the mid- 
dle of the interior a seventh adventure, that with the Min(> 



Fio. 57.— Eos and Tithonus. 


taur. Again, on the Troilus vase of Euphronius ® we see on 
one side Achillea seizing Troilus, on the other the Trojans 
arming, while in the interior we have depicted the slaying of 
Troilus at the altar of Apollo. Such a planning is, however, 
unusual, and almost peculiar to the best class of painters. 
More commonly, as in the Francois vase, the chest of Kyp- 

1 Journal of Hellenic Studies, 1881, PI. 10. 

s Klein, Suphrmios, p. 213; G8rl>ard, Auserl^^ Vasenbilder, PL 225. 
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selus, a^d other archaic works, the artist seems to pluck almost 
at random the ripe fruit of the tree of mythology, and the sub- 
jects which balance or adjoin one another have no relation one 
to the other. It is often tempting, in explainiSig a beautiful 
*v^e, to try to trace some motive of the artist in putting to- 
gether the particular scenes which he has seiiected, what Brunn 
called a poetical relation, or connection of ideas; but usually 
it is* a lost labour, for the subjective feeling too much leads our 
judgment, and we know by long experience how differently the 
mind of an ancient artist worked from that of a modern painter. 
Unless, therefore, the connection between onh scene of a vase 
and anothea is obvious, it is better to be somewhat sceptical in 
allowing it.' 

I^rajjective in Greek vases is a matter which may be dealt 
with briefly. In the earlier classes of ware, balance takes the 
place oi perspective. Figures are placed so as to correspond 
one to the other all in the same plane, or are grouped together 
ill schemes — the wrestling scheme, Herakles and the lion, and 
the like. Even when greater skill became usual, towards the 
middle of the fifth century, the vase-painters thought, and 
rightly thought, that figures much foreshortened, or distorted, 
or sp’ranged among themselves in any fashion at all compli- 
oated, were not suitable to the architectonic conditions of their 
art. Occasionally, however, we find on vases bolder poses, as 
in negro’s head above cited (Fig. 32). In some classes of 
red-figured vases, especially those of Duris the vase-painter, 
bold experiments are tried, like those reported of Cinion of 
Gleonae ; but they are unusual. I figure (Fig. 58) a notable 
example of foreshortening from a vase from Rhodes in the 
British Museum. The representation ia of a Nereid nymph, 

^ This matter is discussed by Bmnn in his Troische MUcellen, Part III,, and 
by Robert in Bild und Liedf p. 97. 




Frrf. 68. — From a vase in the Brftiifa hinseum. 
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who flies in terror when *Peleus seizes her sisfer Thetis, and 
in so doing turns her back to the spectator. 

Generally speaking, as in other branches of art, so in this, 
it was in accordance with the artistic instinct the Greeks 
^llingly to abide by the limitations set them by the fixed 
rules of traditioh. To "the end of Greek history epic poets 
wrote in the Homeric dialect, and dramatists never trans- 
gressed the limits set by the mask and the cothurnus of 
Aeschylus. It is precisely this perfection by law and within 
limits that is the secret of Greek art. 

Yet when, in the days of Polygnotus, a definite scheme of 
quasi-perspejptive was introduced into fresco-painting, some 
echoes of it made their way into the painting of vases. It 
wouM seem that until the age of Polygnotus painting had 
,been but slightly differentiated from relief. Among the few 
^remains^of painting of an earlier time than about 460 b.c. 
which have come down to us, there is none which could not 
at once and without difficulty be executed as^a relief. And 
reliefs, as is well known, largely depended for their effect on 
the colours with which they were covered. It was, as I have 
already shown, probably Polygnotus and the painters con- 
temporary with him who began with tentative steps to move 
in the direction of a distinctive and innovating art of painting. 
The Polygnotan perspective passed from mural paintings to 
vases,* such as that of Orvieto (Fig. 34), and that which repre- 
sents the exploit of Theseus (Fig. 35), together with some 
other ways of art, such as telling a story by allusion. (See 
abov^, p. 133.) 

Few vase-paintings are more masterly than those of the 
class just Mentioned. Yet the old bottles could not contain 
the new wine, but in time were shattered by it. Even Poly- 
gnotan perspective was scarcely to be reconciled with the 
strict architectoxiic rules under which Greek vase-painting had 
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been formed. The relations of the 'scene depicted to the form 
of the vase, and even to the shape of the space to be occupied, 
were fatally interfered with. And on the other hand, the very 
conditions of* vase-painting did not allow it to follow the rapi^ 
technical progress which took place in fresco-painting, ^he 
gap between the greater and the lesser form*qf art constantly 
increased, the calling of the vase-painter became more and 
more one of routine and mere manufacture, and his designs 
lost all the force and manliness which had marked them in an 
earlier age. 

In drawing, indeed, and in the expression of the faces, he 
shows more skill, but he no longer tells his stosy with clear- 
ness and force. The vases of Lower Italy show an exaggera- 
tion of the Polygnotan scheme, wherein the figures of gods 
and men are grouped in two or three lines about a centiral poiivl^ 
or group, without serious order or method. The trutfc of thesS 
assertions will be enforced later on, when we come to deal with 
the rendering gf myths. 
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VASES : ARTISTIC TRADITION 

Thus far we have dealt with the spatial ^gpects of vase- 
paintings ; we have next to speak of their schemes and their 
relations to myth or tale, reserving to the next chapter their 
relations to Greek literature. In their attempts, then, to 
enibody a myth in a drawing, the vase-painters were subject 
to certain tendencies which belonged in a special manner to 
their cra^, and which may fairly be regarded as principles of 
the grammar of vase-painting. 

The Greek vase-painter in all periods works in schemes. 
He does not freely invent a new embodiment for a tale or a 
myth. He is dependent on the manner in which that tale had 
been represented in earlier art. He must satisfy the eye as 
well a*s the mind. But, on the other hand, though he accepts 
anS repeats a scheme embodying artistic tradition, he does not, 
unless he be a mere workman and no artist, accept the scheme 
in a slavish way. He alters poses and details, omits figures, or 
introduces fresh ones ; sometimes he merely improves the 
lines of the composition. Here, as in every field of Greek 
activity, we find infinite variety of detail within limits cheer- 
fully accepted by the poet or artist. An exceptional poet or 
artist pushes back the limits ; a conventional spirit keeps far 
within the bounds. 

The Use of Fixed Schemes. — In tracing back any representa- 
tions of myths of the go(fs or of heroie legends, we often find the 
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kernel of them in some simple scteme, which is usually of 
great antiquity, and sometimes indeed is borrowed from the 
art of other nations. Commonly it is a sort of symbol, which 
expresses in"bhe briefest and least involved way the essence of 

the tale. As examples we may take the labours of Herakifes, 

• • • 

each of which i^ represented in one or inor^ schemes which 
I)ersist through the history of Greek art. In his contest with 
the lion Heracles grapples with and strangles the beast, which 



Fig. 59. — Vase in the British Museum. 


attempts to tear him with its claws ; thus we get a *scheme 
like that of wrestling (Fig. 59).' This scheme I liave already 
cited as an excellent example of balance and space-filling. 

In seizing Triton he stands across the back and knots his 
hands round the neck ; here again we have a scheme derived 
from wrestling or •the pancratium® (Fig. 60). ^^ereus stands 
by as a spectator or umpire. / 

I BriU Mus, Cat. Fuses, VoL II., p. 13. 
a Ibid., U., p. 21, 
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These are simple groups*: the victory of Herakles needed not 
to be enforced; he was ever invincible; and so what most 
needed portrayal was the contrasted and interlaced form of 
man and beast, a conjunction which made the centaur • so 
favourite a subject with Hellenic artists. In the case of 
another labour, ^he bringing back of the boa^ of Erymanthus, 
80 simple a scheme would not suffice : the reception by 



Fig. go. — V ase in the British Moseam. 


Eurystheus and the comic terror which made him take refuge 
in a great earthen cask into which Herakles throws the boar 
needed special portrayal ; the scheme here therefore .contains 
at least three figures ^ (Fig. 61). In our vase there are five, 
Athena on one side balancing lolaus on the. other. 

The exploits of Theseus also ^e represented in a series of 

1 BriL Mu 8, Cat. Taws, Vol. II., p. 15. There is here, as often is the case 
when Herakles is introdocedira touch of homoor* 
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schemes ; but these are not identicaPwith the Heraklean series^ 
for Theseus was a skilful wrestler and warrior, and won his 
victories not by brute force but by athletic address and use of 
the sword, ^o he does not crush the Minotaur with bare 
hands, but pulls him down and then uses the sword (Fig. 62 ). 

Otto Jahn ha# well observed that there js*a parallelism 
between the use of fixed schemes in painting and the use of 
fixed epithets in the epic. To Homer all the Achaeans* have 



Fig. G1. — Vase in the British Mu3eum. 


flowing locks, the Trojans are tamers of horses; the wine is 
always dark, all the women beautiful, and all the chiefs fair- 
haired. Homer does not tire of introducing speeches with 
the formula, ^^To him replying, the other spake, or, so-and-so 
uttered winged woadSi^ or of finishing a feast witfl the formida, 
<< When they had put from them the desire qf meat and drink.” 
And in the Homeric similes we find the lion constantly appear-* 
ing in slightly varied connections and actions, just as the 
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riders of the Parthenon frieze or the fighting groups, of the 
Mausoleum are slightly varied one from another. 

In the more ordinary sorts of Greek vases, and even to some 
jdegree in all sorts, the scheme plays a great part. There are 
several regular fighting schemes. In the simplest, one warrior 
has fallen woui^ed on his knee, while the vector advances on 
him to deal the final blow (Fig. 74) j or two warriors meet in 



Fio. 62. — Vase in the Asbmolean Museum. 


even strife over the body of a fallen comrade. Friends and 
supporters can be added on either side, as space may require. 
It is eommon to pair a Greek hoplite, armed with spear and 
shield, with a bowman who wears the dress of the Scythian 
archers of Athens, figures quite familiar tor4he potters. Some 
of the troops may be in chariots^ some upon horseback ; but in 
•the common arrangement it is the hoplites who actually meet 
ixL strife, lu such grqpps it matters little what names jaiie 



xtt VASES' ABTISTIC TRADITION 187 

appended to the fighting heroes. Oftfen the vase-painter writes 
beside them the names of Homeric worthies — Diomedes, or 
Ajax, or Aeneas, or Hector. But unless there is added some 
feature which betokens the intention to record a particular^ 
combat, these names are otiose, and might be indefinitfly 
varied. Then, th^re is the scheme of the parting cup, a war- 
rior in armour receiving a draught of wine from the hands of 
a lady, and such a group may stand for the parting between 
any hero of myth and his wife or mother. Another scheme is 
that of the leading away of a captive woman (Fig. 72) ; in 
which case one '•warrior precedes the captive, leading her by 
the hand, another follows, sometimes looking baj^k to guard 
against pursuit. This scheme may be introduced Avhere the 
seduction of Helen by Paris, the leading away of Briseii?, jjbe 
recovery at Troy of Aethra by her grandsons, Demophon and# 
Acamas, or any other such scene is portrayed. 

To these simple groups the addition of two or three figures, 
distinguished either by inscribed names or by some other nxirk, 
gives definite meaning. For example, Pausanias in his descrip- 
tion of the devices carved on the chest of Kypselus (seventh 
century b.c.) writes of one group, Achilles and Mernnon «.re 
fighting; and by them stand their mothers.” The mothers, 
indeed, of these two heroes were both more than mortal, Thetjs 
and Eos, the Dawn. When, therefore, we find two female 
figures flanking a pair of combatants, we commonly sdppose 
that the latter are Achilles and Mernnon. And when we find 
in the same flanking position, on either side of a pair of com- 
batants, Apollo and Athena, we are justified in supposing that 
. the warrior supported by Athena is Achilles, and his opponent 
Hector, beloved by Apollo. It will be remeinbered*how Homer, 
when he narrates the final aud fateful combat of these two 
champions, places in the background the rival partialities of 
.their divine patrons. 
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The ordinary vase^aiifter was contented to produce simple 
schemes; and the names by the introduction of which. he gives 
a meaning to his work are often introduced somewhat inappro- 
^ priately. And yet, when one comes to reflect,* one sees that 
tlFe very introduction of names is a testimony to the incurable 
optimism and idealism of the Greek artiift. He is like the 
unspoiled child to whom a four-roomed doll-house is a palace. 
He* is like Homer, all of whose women are beautiful, and 
almost all of whose men are brave. He sees in the most ordi- 
nary schemes of figures something not quite common, some 
hint at the ideal tales of the old epic. 


It* will be observed how closely all this agrees with the 
•account, of eaiiy Greek art already given in chapter V. The 
•typical ]j;ase-painting is a mental constniction. The artist re- ' 
produces from memory a scheme familiar to him, with any 
variations which may suggest themselves to hiig at the moment. 
He gives the scene a more exact meaning, either by adding 
inscriptions, or by inserting some more definite details or some 
extra persons. Place and time he usually disregards. The 
bear^ty of the design (for beauty is seldom wholly absent) comes 
jjfom what is Greek in it — the simplicity and directness, the 
admirable proportion and balance, the keen sense of the charm 
of thd human form in every pose and every connection. The 
ordinary vases which fill our museums were mostly made for 
export to Italy or Sicily. If made by any workmen except 
Greek, they would be unworthy of careful attention ; but art 
belongs so preeminently to Greece that the meanest works 
produced iif that country have importance. But artists of a 
better class also worked on vases, and when we i*each their 
works we mount at once to a higher level, and it becomes 
worth while to examiq^ them with care, that we may trace in 
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them the further working of the G/eek artistic spirit. We 
pass in them from the mere scheme to a composition showing 
purpose and thought. 

H^w the vase-painter proceeded in embodying in art a story 
or myth has been well set forth by Professor Carl Robert fn 
his very useful w^rk Bild und Lied, 1 caimqt in all points 
agree with him ; but he has done excellent work in cutting a 
path through a forest which had before his time only been 
traversed by narrow tracks. 

There are some myths which can be represented in painting 
by a very few figures ; others which require a far larger num- 
ber. It is natural that the choice of the artist between the 
two kinds should have been largely determined by the nature 
of his field : in a square held only a few figures could be iittro- 
duced, in a long narrow space more would be necessary. But . 
» besides the external compulsion thus exercised, an jrtist of ^ 
greater powers and more inventiveness would naturally take a 
more complicatq^ subject. 

It is characteristic of the vase-painter of the sixth century 
and earlier that, just as he objects to leaving any part of 
» his vase without decoration, so he will tell in his design as 
much of the story as he can. In doing this he disregards^ the 
unities of time and place in the most reckless manner. 

“sows not with the hand, but with the basket.” Herein, 
indeed, he only follows the course which is most naftural 
and usual in the early ages of art, and which is as conspic- 
uous in the wcrk of the sculptors of Gothic cathedrals and 
the illuminations of early manuscripts as it is in primitive 
Hellas. 

We will give one^r two simple examples, whfch may be 
taken indiscriminately from earljr vases or ear]iy bronze reliefs, 
since the principles of arrangement are much the same in 
both kinds of ware. On a black-figure^ plate at Athexis there 
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is represented the ariniAg of Achilles (Fig. 6§).‘ Before him 
stands his mother Thetis, while the group is flanked on one 
side by his father Peleus, on the other by his young son 
Neoptolemus. The painter, by carefully adding the name*, has 
fl'ied to prevent all possible misinterpretation. The group he 
has put togetl^er is not a possible one, sinAe Achilles’ fighting 



life was spent entirely in Asia, while Peleus never left Phthia, 
and Neoptolemus did not go to Ilium until after his father’s 
death. But it expresses relations ; it is a family group if not a 
historic one. Similarly, when Theseus slays the Minotaur on 
early vases? some of the Athenian boys afid girls sent to be the 
prey of the monster are sometimes present to give the occa- 

1 Heyilemann, Grieeh. Vasenbilder, PI. VI., 4. 

> Baumeis^r, Denkmaler, p. 1790. 
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sion, and Ariadne and Minos to givfi the conditions. Thus 
again in early representations of the transformations of Thetis, 
as she seeks to escape from the grasp of her wooer Peleus, we 
see the lion, th^fe sea-monster, or the serpent, whose forms she 
successively assumed, present beside the goddess in her ordi- 
nary human shape ifFig. 58). 

It is quite natural that, with the rise of true Greek art 
towards the end of the sixth century, and with the intro- 
duction of additional figures into the composition, we find a 
clearer conception of unity in space and time, as w’^ell as a 
growing sense of ifoetic appropriateness ; the meaning becomes 
more important than mere naive story-telling, o? than the 
contrivance of agreeable schemes and perfect balance. Many 
vase-paintings of this more purposeful kind offer delightful 
puzzles in their interpretation ; but interpretation must never 
overlook the fact that the picture had to be composed^iaccord- 
ing to a somewhat rigid scheme, and is regulated by the ideas 
of ancient and nat of modern art. 

At the same time that the composition gains in meaning, 
and the actors become more numerous, the set schemes of which 
•I have spoken are modified and refined. At all times in 
the history of Greek art, sculptor and painter succeed^ in 
nothing better than in the slight variations on a given theme,^ 
by which they manage, without once breaking with tradition, 
in casting it in ever fresh forms of beauty. Abundant illu'j^tra- 
tions of the statements of the last two paragraphs will be found 
in subsequent clA-pters. 


It may perhaps be ^ part due to the infiuence oi* the drama 
that certain schemes of arrangement, though ]known to early 
art, become* more usual and prominent in the middle of the 
fifth century. 
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One of these may be trailed the diorus acheme. It consists 
in introducing on either side of the essential figures of a scene 
ar number of subordinate figures of one class, 'who sympathize 
with the action going on, and express theif sympathy by 
s^titude and motion, but do not in fact take part in the action. 
The/ thus pejform something like the fufiction of the chorus 
in a. drama, as the chorus was understood before the time of 
Euripides. For example, in the paintings which depict the 
seizing of Thetis by Peleus, her sister nymphs are often pres- 
ent in numbers, and fly in panic terror to right and left I 
give an example from a beautiful vase of 1;he middle of the 
fifth centuipy, bearing the name of the potter Hiero (Fig. 64).^ 
On the other side of the same vase, in which the subject is 



Fig. 64 a. — Vase of Hiero. 


continued, we see an example of what may be termed the 
messenger scheme. All who are acquainted with the Attic 
drama will*remember that very often tl^ main action of the 
piece does not take place on.^the stage, but is reported by a 
messenger who has witnessed it» On vases the telling by the 


1 WiffMT VorUgehl^ A. 1. 
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messenger does not occur in a detacAed way, for the obvious 
reason that in that case it would be impossible to determine 
what tale he was telling. But when some action is depicted 
on the front of obverse of a vase, we often find on the reverse 



Fig. 64 6. — Vase of Hiero. 


an adaptation of the messenger idea. On the reverse of the 
vase before us, one of the sisters of Thetis is rushing to her 
* father Nereus and is kissing him as a preparation for the not 
very disastrous tale she has to tell. ^ 

As I have said, these schemes are not peculiar to the fifth 
century. 1^‘ereids appear as a sort of a chorus, even on black- 
figured vases ; and on the celebrated Florence vase (Frsf^qois 
Vase) of Clitias and Ergotimus there is an instance of the 
messenger schdhie, for while Achilles is pursuing Troilus, 
Antenor bvings news of the ambush to Priam, who is seated at 
the gate of Troy. But they are comparatively rare on sixth- 
century vases: towa%ls the middle of the fifth century they 
become common. The messenger scheme is specially appropri- 
ate on the reverse of a vase the obverse of which gives us 
the event or action of which news has to be brought. 


CHAP. 


1D4 A GRAMMAR OF GRE:£k ART 

At about the middle of® the fifth century the possibilities of 
vase-representation are greatly enlarged by the introduction of 
tlvp modified perspective of which I have spoken as Polygnotan. 
Henceforward, though small and ordinary vase!l retain to the 
end the single-plane scheme which is usual in relief, larger and 
more elaborate /lesigns sometimes offer to u^two or more than 
two series of figures, the further figures aijpearing higher up 
on the vase. It is at once evident that the newwrangement 
would allow a much more complicated treatment ; the simple 
archaic schemes, flanked by a certain number of interested 
spectators, could open and widen out indefinitely, subject to the 
laws of spaee-filling and of balance enumerated above. As a 
result we have at once, as has been already shown, some of the 
finesli and most interesting of vase-paintings. But toward 
400 B.c. .Athens ceases to be the great manufactory of vases, and 
^.he art ^3 transferred to the potteries of Tarentum and Eubi 
and other cities of Lower Italy. The result is that the vase- 
paintings, though elaborate, lose their freshness and point. 
The field is filled up with figures of the circles of Aphrodite 
and Dionysus. The variations, so to speak, entirely overwhelm 
the original scheme, and the vase produces an impression of 
degeneration and corruption. 


I ^11 make the progress of a scene through the history of 
vase-painting clearer by taking, as an example, the sending 
forth from Eleusis of Triptolemus by the gcJddess Demeter 
and iier daughter Kora, in a car drawn by winged s^pents, on 
his mmsion to introduce among men the cultivation of com, 
with all its tSiviliiing results. My illustrations are taken from 
the great KunHtmytkologie of O^erbeck, Pis. XV.-XVI. 

The central figure in this series of representations is Trip- 
tolemus himself in hi^car, carrying wheat ears. It is curious 
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that in the earliest representations the car is not represented as 
winged, nor as drawn by serpents ; and the presence of Deinetei 
and Persephone is by no means invariable. We give the de^gQ 
of a black-figured amphora, wherein the three figures of Trip- 
tolemus and his patronesses, who are scarcely differentiated 
from one anothei^ are given in the simplest *way (Fig. 65).^ 



Fig. 65. — Bls^k-figared vase. 


Next we place a very beautiful drawing from a vase of the 
potter Hiero in^the British Museum. Here details are far more 
elaborate : snakes do not indeed draw the car, but they* are 
attached' to it, and a wing is fixed on the axle ; Demeter stands 
behind her favourite in a beautiful dress, holditig a torch; 
Persephone also carries a torch and pours for her protdg^ a 
parting draught -of wii^e. Only one fresh figure is added to 
ipverbeck, 6. 
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the group, the uymph El^is, who personifies the locally of 
the scene (Fig. 66).^ The vase of Hiero dates from ttie time 



of the Persian wars, and offers us, as his vases commonly do, 
rather elaborate perfection of detail than any novelty in the con- 
ceptioBt The reverse of the vase shows us a group of deities, — 
Poseidon, Amphitrite, Zeus, and Dionysus, and Eumolpus, the 
fabl^ founder of the Eleusinian mysteries. The next vase is 



Fio. 67.— Hydria. 

perhaps twenty years later, of .the form c^led a hydria (Fig. 
' oT).* Here the figures of the group are more numerous, but 

1 Oveibeok, Kun$tmyihi^gi»^ XV., 22 cu * Ibid,, XV., 31. 
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their coimection with the scene is fess clear. We have in the 
midst as before Triptolemus between the two goddesses. The 
figure with the torches behind Demeter is given in th^ in- 
scription as*Hecate, and we may suppose the balancing fig^urtf 
on the other side, who also carries two torches, be Artemis, 
though indeed She may perhaps be a mortkl woman. The 
two flanking figures on either side are less easy to ideittify. 
He on the* left, who holds the cornucopiae, has been called 
Hades ; and Hades has some right to be present at the scene ; 
but he would scarcely appear as an old white-headed man, see- 
ing how forceful was liis wooing of Persephone. Stephani has 
therefore suggested for him the name Agathos Daimon, a deity 
propitious to agriculture. The female figure at the other end 
of the group who carries a basket seems to be a mere attendant. 

The vase-picture next figured belongs to the fourth centu^ 
comes from Italy, and was probably painted by a Tarentine.^ 
Freer, and more original in composition than earlier vases, 
liberated from^he stiff processional scheme, it shows povei^y in 
thought and meaning as well as convention in execution (Fig. 
68).^ By an ingenious arrangement the serpents are made 
actually to draw the car, in which sits Triptolemus, receiving 
the parting cup from his mistress Demeter. Persephone, 
strangely enough, is entirely absent. Other figures ate 
grouped round — Aphrodite ^d her son Eros, Peitho, a satyr 
with a Pan’s pipe, two Horae, each bearing sympathetically an 
ear of com. There is an attempt to represent the landscape — 
a river bordered with plants flows in the foreground ; among 
the plan1»s is a cat carrying off a bird. In the background are 
trees. The cat naturally suggests that the whole scene has 
been removed fron^ Eleusis to Egypt, and the inscription 
NEIAOS appended to the river makes thj^ more clear. The 

1 The aspirate h in the name of the Horae seems to point to Tarentom. 

^md., XVI., 13. 
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vase, While it cannot be c6nsidered a satisfactory embodiment 
of the myth, shows an odd assortment of learning. The 
painter knew the story according to which the mysteries of 
lEleusis came originally from the land of the Nile^ but he sees 



Fig. G8. — Vase of Tareutum. 


no incongruity in placing the Greek Peitho and the Attic 
Horae, Thallo and Carpo, in Egypt. In other late vase-repre- 
seiitg^ions of the same subject there are even more curious 
confusions and transpositions. 


I will next speak of certain methods or habits of the Greek 
vase-painter which may be abundantly observefd in the vases 
of all periods — certain dialectic peculiarities, if I may so term 
them, on the analogy of language. 

One of t^e commonest phenomena of yase-painting is what 
is called contamination^ the influence exerted by one iOcognized 
scheme upon another, the transference of persons or circum- 
stances from surroundkigs in which they have a meaning to a 
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connection in which they axe out sf place. That this should 
commonly take place is the surest of proofs that the painters 
of vases thought in schemes and figures as well as in eveijf or 
myth. Contamination, as is natural, is far more prominent inf 
vases which are mere handiwork than in such as have^*eal 
meaning, and wdte executed with thought. Also in schemes 
made up of closely similar elements, for example, Hcfrmes lead- 
ing three nymphs and Hermes leading the goddesses to the 
judgment of Paris, it is very natural that these two should 
be, as often happens, somewliat mixed up.^ But contamination 
occurs under a Variety of other circumstances. Though it may 
be most readily traced in vase-paintings, it is also prevalent in 
other parts of the Greek fancy world. Myths also are con- 
stantly contaminated, one borrowing event and circunffetance 
from another. Keligious usages are also very liable to ccMt- 
tamination. It will be well to give a few examples of vafe 
contamination. 

I have already observed that when two heroes are represented 
as contending in arms, and the two mothers standing on either 
side behind them, we usually regard the scene as the battle 
between Achilles and Memnon, in the presence of their mothers, 
Thetis and Eos. On a fine vase, probably painted by Euphro- 
nius (Fig. 69),® we find a beautiful scene, where the borfy o£ a 
dead hero is carried to its burial by two winged figures, a black- 
haired daemon, who is doubfiess Death, and a red-haired com- 
panion, who is Sleep. One thinks at once of the Homeric lines 
in which it U stated that Sleep and Death bore off the dead 
body of*Sarpedon to his native Lycia; and it is probable that 
the vase-painter was thinking of Sarpedon when he worked. 
But the space was^not filled, though the group -^as complete ; 

1 The judgment of Paris is reserved for more detailed treatment in chapt^ * 
XV. " 

> Klein, Euphronim, p. 272. 
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and he Sulds on each side a female figure, thinking probably of 
some painting in which Thetis and Eos stood by their two 
sons«i One of these women is turned by the herald’s staff 
which she carries into Iris, the messenger of the gdQs, who can 
scarcely be out of place. ^ But the other figure is obscure. 
Sarpedon had not a not^d mother. 

Another "good example of contamination is cited by Pro- 
fessor Robert, from a black-figured vase^ where is ©depicted a 
warrior hurling from him a boy whom he has seized by the leg. 



It j^ho^d be Neoptolenms flinging Astyanax from the towers 
of Ilium ; but the presence of a temple, a tripod, and a chariot 
make it likely that the event in«the vase-painter’s mind was 
the slaying of Troilus by Achilles at the altar of Apollo. It is 
hard to be sure which death is really intended ; but in either 
case circumstances usual in the rendering of the one event are 
transferred to the other. 

Another example may be found in a kylix on which is repre- 
sented Oedipus seated before a sphinx, wh£ is perek'ii on the 
" tep of a pillar. That it was the tale of Oedipus which was in 


1 Mon, d. Jn8t% 1., 34 ; Bild und Lied, p. 112. 
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the mind of tfie vase-painter is proved by the inscriptions (Fig. 
70).' But, apart from them, we might almost have seen in the 



Fig. 7fi.— Kylix. 


picture an ordinary gravestone surmounted by the figure of a 
sphinx, with a relative of the dead seated near. The sphinx, 
an adordment of the tomb, must have been familiar to the vase- 

^ Hartwig, MeUter^chalen, PI. 73. On the vase is the curious form oiSifroSqv : 
the letter^ ,l<^'^AiTRI[|PON allude to the riddle which the sphinx ai^ed 
of Oedipus, What creature goes on four legs in the morning, on two durmg 
the day, and on three at evening?'* The answer was, man, the third leg ol 
evening being the staff ol old age. 
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painter. This illustrates *the fact that the contamination in 
vase-painting is not usually between two myths, but between 
tw(j figure schemes 'which mingled in the mind of the artist. 
hHc was not hesitating which of two tales to portray, but, 
thinking in concrete figures, thought indistinctly. 


locality, — I have already, in speaking of the wctks of Poly- 
gnotus, shown how fond the great art of Greece is of telling 
a story or defining a personality by means of allusion. In cer- 
tain classes of vase-paintings the custom is Common, as has 
indeed already been shown. 

It would not be easy to find better instances of this way of 
expression than are furnished by indications of locality in 
mse-painjtings. These are of two kinds. Sometimes one 
iftteiked future of a place is depicted in order to signify the 
whole, sometimes the place is represented by a personification. 

marked feature, — Thus a pillar often, stands for a 
temple or a palace, a tripod or altar represents a sacred place, a 
crab or a shell-fish the sea-shore. A single tree, as on the Or- 
vieto vase (Fig. 34), stands sometimes for a forest. Here we 
have a Polygnotan parallel ; in the painting at Delphi which 
vepresinted Hades, a single willow seems to have stood for the 
grove of poplars and willows which Homer ascribes to Perse- 
phonOj* A closet in the background sometimes shows that the 
scene is the apartments of the women; tablets or drawing 
materials hung up against the wall show a school, and so forth. 
For examples, see Figs. 72, 73. 

(2) A personification, — This is the most thoroughly Hellenic 
way of repre^nting a place. It was entirel^j in accord with the 
^ genius of the nation to embody rot merely the great pcrvers of 
i^ure and the aspects of life in mythologic personalities,, but 
also thus to signify the«features of a landscape. A vase has 
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been above (Fig. 66) jepiese&ted, wherein Eleifsis the place is 
represented by Eleasis the nymph. In similar fashion the rivers 
Alpheins and Cladeus appear in one of the pediments of the 
tenuple of Zeus at Olympia as reclining men (Figi' 23). And in 
Bpman and Pompeian paintings, at a later time, stream and 
rock, mountain and lAeadow, are all represented by groups of 
male an^ female daemons and nymphs. 

In a similar way, in some of the composition% of Pheidias, 
the rising sun and the setting moon, embodied in the chariots of 
Helios and Selene or Nyx, give the time, the moment when 
dawn breaks on the earth and darkness flies. One finds this 
scheme copied on a few vases.^ Sunrise could not be more 
delightfully represented by human figures than it is in the 
Blacfiis vase of the British Museum, on which Helios appears 
jising out of the sea, and the stars, represented as nude boys, 
•aj-e plunging into the clouds beneath them, while Eos, the 
Dawn, as a winged goddess, pursues the hunter Cephalus, and 
the moon goddess on her horse sinks behind the hills (Fig. 71).® 
The figure running on the hills behind Eos is probably a 
mountain god, and signifies place, as the other figures signify 
tii^ie. 


• There is a method of representing a tale which belongs to all 
early and primitive art, and which is occasionally found in 
Greek vase-paintings, though, in fact, it is anything but 
characteristic of them — the method of continvxms narration.^ 
1 E,g. the vase from Ravo, Mon, d. Inst., IX.» 6. 

3 figured in Roscher’s Lexikont 1., p. 2010, Baomeister, I., p. 610, and else- 
where.* Brit, Mus. CataloguCf III., p. 284. None of the representations is 
trustworthy, ai the vase was retouched. It has now been cleaned. ^ 

0 Professor Wlckhoff, in a work which has been tfanslated English, on 
Boman Art, represents this method as characteristic of Roman art, adopted 
ffom it by early Christian art, and so perpetuated through the Middle Ages. 
It does, no doubt, belong i|^ a marked degree to early Christian art, but 
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In the represeiftations in which thij^ method, or want of 
method, prevails, we find successive scenes placed side by side 
without division, and the hero depicted again and again once in 
each. Thus iit the undivided scroll which runs round tlm 
pillar of Trajan, that Emperor is represented more than ninety 
times in various connections and surroundings. 

It is a mark of the strong sense of style which pervades 
Greek art froyfi the first that this method is soon superseded. 
A few vases may be found which exemplify it; but to lay 
stress upon them would be to call attention to the exception 
at the expense of* the rule. A good example of the nearest 
approach to the style of continuous narration whiqh is to be 
found in Greek art is the British Museum vase which repre- 
sents the adventures of Theseus,* on which Theseus is depioted 
again and again, occupied in his varied exploits. Another vase 
which perhaps goes a little further in this direction is a beau> 
tiful toilet-vase from Eretria, in the design of which a i)ride is 
twice depicted, on the left as seated in company with Eros, and 
on the right as led by her husband to her new abode.* We have 
«al 80 on a vase (Fig. 76), cited below, which represents the 
slaying of the Thracians at Troy by Odysseus and Diomede^, 
two figures of the latter hero, one slaying and one escaping. 
And Odysseus appears twice over on the vase Fig. 77. 


The mention of the toilet-vase reminds us that we have 
treated almost ^exclusively of vases the subject of which is 

it is there a revival of a primitive manner, which the empire of Greek' art 
had almost civilized off the face of the earth. Few better examples of the 
method could be found than the sixth-century Phoenician cup fr^m Palestrina 
{Mon, d* Inst,, X., 31), tbp subject of which has been cleverly shown, by 
M. ClermoiifGanneau, to be the successive events of a.day’s hunting. 

1 Jon^yt. Hdl, Stud., Atlas, PI. X. 
s Jahrlmch des arch, Inst,, 1900, PI. 2. 
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mythologic. There is^ ^oiveYer, a large class of vases, espe- 
cially of the red-figured styles, of which the subjects are not 
taken from the national repertory of tales, but from the events 
o^ daily life. Athletes practising their exefcises, bathers, 
men engaged in sacrifice or in feasting, women in their homes, 
children at pl^iy, maAiages, funerals, offerftigs to the dead, are 
all ordinary subjects of vase-painting. Very often, indeed, it 
is* impossible to say whether a vase-painting iv^as meant to 
represent the battles, the sacrifices, or the feasts of heroes of 
mythology or of persons of everyday life. This last observation 
may perhaps reassure us, since it shows tliSt the grammar of 
vase-painting is the same whether mythical scenes or scenes of 
every day be depicted. Of course in the latter case there is 
more freedom, not unfrequently even humour ; but the Greek 
love of scheme and type prevails even in the representation 
«f gienre scenes. 



CHAPTER XITI 


Llt!ERATUUE AND PAINTING; THE EPIC 

The relationa of poetry to art offer a subject of great in- 
terest to the studifut of the classics. The subject was brought 
fully before the learned world by Lessing in his 'Laocoon. 
The Laocoon has become a classic both in Germany and in 
England ; and it still keeps the interest which always attaj^hes 
to the first thorough study of an important subject by a great 
man. But Lessing’s knowledge of Greek art was closely lim^ 
ited. The history of ancient sculpture had in his time barely 
been sketched, ^nd Greek painting was practically unknown. 
One cannot, therefore, be surprised to find that many of his 
Micta no longer hold. His theories have the same relation to 
modern archaeology which the theories of Adam Smith haye 
to modern economics. 

Our present subject is especially the relations which may be 
observed between vase-painting and literature. This is a mat- 
ter concerning all whose education is on classical lines.^ ^ 

* 

1 The most important general work on this sabject is still Robert’s JBild 
•and Lied; some of the papers of Jahn and Bmnn are full of suggestion. Mr. 
Huddilston’c Attitvjde of the Greek Tragedians towards Art may also beacon- 
suited. In late years it has occurred to several publishers to issue editions of 
the Greek and Roman writers with illustrations, largely taken from ancient 
vase-paintings. 1 am sorry to say that this has seldom been done by adequate 
authoritici§«or in a satisfactory fashion. . Hill’s Illustrations of School Classic 
Is a good exception. Engelmann’s Bilderatlas zur Ilias and zur Odyssee 
(Englisfl edition by Anderpon) is also a work of a competent authority. 
of the vases which bear on literature are figured in Baumeister’s 
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Tye must begin by endeavouring to put out*of our minds the 
modern relations between poem or tale and the representations 
of the events there narrated in painting and sculpture. We 
moderns are a reading race^ and form our miuds on books; 
whence it has come about that the written tale or legend has 
complete donynationVver the pictured tale^or legend. We are 
aho thoroughly used to illustrated editions, in which the artist 
dbes all he can to make real and vivid the tale gf the novelist 
or poet. This artist reads the text with care; he tries to 
imbibe its atmosphere ; he studies the dress and surroundings 
of the period of the tale. lie puts his art Rt the disposal of 
the writer and if there be any discrepancy between the pic- 
tured and the wi'itten version, it is always the artist who is 
blamed. If the poet alter for his own purposes the tale as 
handed down by tradition, the artist must follow the poet 
jn all his innovations. When the reader can say that the situar 
tion in the poem is i)erfectly rendered in the picture, the artist 
is so far justified. And having acquired th^is habit of mind 
from the use of illustrated books, we carry it even into our 
criticisms of more independent works of painting, when exhib^'^ 
ited in our galleries. In that case, of course, the artist is much 
freer in his rendering; he is not bound to follow any one 
accQimt, unless, of course, the whole tale be th^ invention of a 
poet. But it would always be regarded as a bold and doubt- 
ful proceeding, if an artist depicted a scene from some history 
or tele in a manner for which there was no written authority ; 
he would be regarded as trying to combine the incompatible 
duties of the historian and the artist. I am speaking, it will 
be observed, of what may be called narrative paintings ; of 
course whe|i a painting merely depicts a situation and explains 
itself, the case is different. 

In these matters the Greeks thought and felt very differently. 
It would be absurd to speak of the Greek artist as' freer than 
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the modem, sinhe his limits were narrower, and he was bound 
by a thousand conventions which have now lost their power. 
But at least his public was not in the habit of reading, or of 
bringing his g^sulpture or painting into close relations with Sie 
works of poet or mythographer. 


Before we^earch out how the vase-painter did treat fhe 
myths and tales wherewith he adorned his vases, it may be 
well briefly to consider the psychological aspect of the matter, 
to set forth the conditions which would naturally govern his 
hand and brain in his work. Vases were made J;o* sell, and 
therefore the demand of the customers would naturally guide 
the hand of the designer. But on the other hand, the demand 
was not the result of an incalculable caprice, nor of a constantly, 
changing fashion : the Greek mind moved slowly on the lin^/sf* 
of order and law, in an evolution of which the course can be 
traced with certainty. Artist and customer were swept along 
in the same steady stream of influence. 

This accounts for an observation made by Dr. Klein ^ and 
others that the paintings on Greek vases, especially the fashion- 
able kylix, more readily take their subjects, than the mode in 
which those subjects are treated, from prevalent curreris in 
mythology. The mode of treatment was largely fixed by tradi- 
tion ; but the subject was open 4;o freer choice, and in this latter 
respect demand might have effect. For example, the expipits 
of Theseus seem to have been a favourite subject at Athens 
soon afte^ the Persian wars, at the time when Cimon •was 
bringing to Athens the bones of the national hero from the 
island of Scyros ; but those exploits are much schjsmatized in 
the manper which w8 have already studied. 

Looking at Greek religion and myth from one point of view^ 

1 EuphroniiOB, p. 16S., 
p 
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it seems to resolve itself into Cults of the Greek States.” «In 
every city there were temples of the gods, in which each of the 
deities who received worship received it in some special form 
of aspect — Apollo as sun-god, or healer, or prophet, Artemis as 
df ity of childbirth, or as moon-goddess, or as huntress, and so 
on. And wfth these !Siftictions of the deitieg went myths appro- 
priate to those functions, myths as fleeting and varied as the 
shapes of the clouds. But nevertheless in the higher poetry of 
Greece, and in the art everywhere, there was prevalent a sort 
of national Hellenic mythology, which gives unity to the 
works of writers and artists of different tcities and varied 
schools, hnd which produced national Hellenic types in sculp- 
ture and in poetry, so that after all it is possible to speak of 
Gr^k religion and Greek art, and not only of the religion or 
art of Argos, or Athens, or Ehodes. To the learned scholar the 
^ocal divergencies will always be prominent, but by the ordinary 
cultivated man that wherein Greece differed from Italy and 
from Asia will always be seen to be more important and more 
profound than that wherein one Greek city differed from 
another. Probably a cultivated Greek might have taken thw- 
same view. And whatever may have been the case with other 
cities, Athens certainly closely adhered to the Pan-Hellenic 
way^of thought and poetry and art. 

« Every Greek who was born above the ranks of the sordidly 
poor went to school during J>oyhood ; and at every Greek 
sch(X)l the Homeric and Hesiodic poems were made the text- 
books of education. With them were associated the poems 
of tjhe later lyrical poets, such as Pindar and Simonides, and of 
the gnomic writers ; but Homer and Hesiod always remained 
the chief ^urce whence came the Greek ideas as to the hie- 
rarchy and the functions of the gods. And the training thus 
^mparted in youth was confirmed and consolidated, day by day, 
by the power of the second education which every GreSk went 
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through, education of the mind through the eyes, by observa- 
tion of the innumerable works of art which filled all Hellenic 
cities. In art the poetic view of the gods, started by HoijLer 
and Hesiod, Snd carried on by Pindar and Simonides and the 
other great poets of early Greece, was in^the main adopted d!hd 
carried out. Whdt wonder, then, if the GreeTts^lield fast those 
notions as to the gods which were instilled into their minds in 
childhood, aiid which were enforced every day by the testimony 
of poetry and art ? ^ 

While, however, Homer and the Epic, together with the 
classic art mainlj’ founded on them, fixed for all tim^the chief 
features of the poetic mythology of Greece, changes necessarily 
took place, changes which certainly became more rapid and 
more marked as the Greek world turned the goal and ino\bd in 
the direction of dissolution. The rationalizing spirit, whiclf 
we find not only in the writings of philosophers like Blato, bht 
also in the poems of Stesichorus, and in a marked degree in 
the dramas of Jiuripides, tended to make certain versions of 
current myths more suitable for popular acceptance than other 
‘^versions. We may expect to find, in the fourth and even 
sometimes in the fifth century, traogs in art of the influence ’of 
changing scientific theories, changing religious views, changing 
canons of literary taste ; but these traces are not prominenifuntiJ 
the third century, with which in this work we have little to do. 

I have spoken of mythology and of the types of the gods ; 
but no rigid line can be drawn between the gods and the heroes 
of legendary Greece, who were another principal subject de- 
picted in^Greek art. There was no impassable gulf between 
deity and hero. Callisto, the bear-goddess of Arcadia, became 
later one of the nymphs attendant on Artemis ; Agklepios, on 
the othex* hand, after^ being regarded as a hero, became in later 
Greece one of the chief deities of Hellas Achilles was in sonia 
1 Gardner and Jevors, Manual of QreekoAntiquitieat p. 102. 
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places wdrsMpped as a li€ro, in some as a deity, and so forth. 
Thus it is not surprising that what 1 have said in regard to the 
mj^^hology of the gods applies also to the legends of the heroes. 
These also varied from place to place, and exfsted in rival 
forms. But ^hese, als^, were fixed within limits for all edu- 
cated men by the great epics of the heroic cycle. 


These observations prepare us for the discussion of the ques- 
tion how far we can trace in vase-paintings thg influence of the 
various kinds of poetry, of the epic, the lyric, and the dramatic 
masterpieces of early Greece. This influence might be exerted 
in any of three ways. First, the choice of subject might be 
made under the influence of poetry. Second, the particular 
'form of the tale accepted might be due to such influence. 
T^iird, there might be a general epic, lyric, or dramatic tone in 
the vase-painting, showing itself in the details or the manner 
of representation. 

I propose tq consider how far any of these kinds of connec-^ 
tion or influence can be traced between vase-paintings and the 
poems of the epic, lyric, jsr dramatic class. In the present 
chapter I will conflne myself to the epic, and reserve the 
othe/ kinds of poetry for a separate chapter. First, then, of 
Epic Poetry. 

(ly Subjects . — We can scarcely doubt that influence of the 
first kind mentioned would be exerted by the Epic. The popu- 
larity of any myth, whether produced by curren£ poetical treat- . 
ment of it or by any other cause, would naturally p\Lt it into 
the heads of vase-painters. As regards subject, the literature 
which has tfie closest bearing on vase-pa|ntings is the Epic.^ 

Lists of vases bearing sabjects from the Epic will be found in Luckenbach, 
Das VerhaltnUs der griechischen Vasenbilder xu den Gedichten dee ^ischen 
Kyklos. « 
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The subjects portrayed in them are very frequently taken 
from the epic cycle. The Iliad and Odyssey, however, com- 
paratively fijfldom furnish their subjects, which are ufore . 
commonly taken from the w:orks of the lesser poems of Jbhe 
cycle, the Iliuper^ of Arctinus, the Cypria,^thQ^ethiopis, and 
the rest. At first sight this may seem a strange fact, since 
the works of Lesches Stasinus and Arctinus were not in schools 
made so mud of as the Iliad and the Odyssey. The reason is 
that certain stock subjects from the outer epic, such subjects 
as the choice o^ Paris and the wooing of Thetis, seem to have 
made their way into art very eaidy, and ai‘e repeated almost 
ad nauseam by the potters. 

(2) Variation of Story. — It has been observed that jBtrhen 
we find a vase which has really cost its painter some thought^ 
and does not run in the lines of ordinary tradition, then jka- 
subject is often from the great Homeric poems. So^t would 
seeiQ that when a vase-painter consciously invented, the Iliad 
and Odyssey wdhld often occur to him. These vases, it is true, 
^^of ten sit very loose to the Homeric text ; it is only in a small 
minority of cases that the correspondence is close. Some 
modern archaeologists have exercised great pains and shown 
great erudition in the discussion whether the divergencies , 
from Homer are due to a variant text or to a later epic authof- 
ity. Questions of this kind^will come before us presently 
(chapter XIV.). But I may say at once that in the\;reat 
majority of cases, or in nearly all, we can account for the 
variation from the usual literary tradition in a simpler fasl^ion, 
and one rfoing more justice to Hellenic ways. We must ever 
be on our guard against supposing that the Greeks were a 
reading p^ple, or wi|re dependent, as we are dependent, upon 
the worxs of poets And historians. Artistic tradition with the 
vase-pSinters counted for more than literary tradition. How 
this artistic tradition worked we have aSready seen. 
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(3) Special TVeo^meni.-^ Professor Robert, carrying out a 
suggestion of Jahn, has affirmed^ that we may see on the vases, 
^ especially those of the archaic period, a tone or manner of 
treatment which may fairly be called Epic. ^'In all these 
products of a^haic wc^kmen we may see a bright and simple- 
hearted delightf in portraying and in wha^; is portrayed, a 
del^ht that what before had only passed in song from mouth 
to mouth should stand bodily before our eyes in representa- 
tion.” ‘‘The tone which prevails in this archaic period is the 
same that predominates in the Epic, the tone of narration full 
of ease. It relates and gossips like old Kestor in Homer, and 
can never whary of relation and gossip, flowing over into 
detail. This period of art indeed wants to tell the whole story 
and ^oes not heed that it cannot, like poetry, treat of the 
,#hole history of the matter, but only of a phase.” Instances 
already given (such as Fig. 63) quite bear out the observations 
of Robert. 


These views will become clearer if we take a few character-^ 
istic vases of good periodj the subject of which is clearly 
Homeric. On a kotyle of Hiero (about 480 b.c.) we have two 
scenes from the Iliad which have a close connection one with 
the other — the leading away of Briseis from the tent of 
AchiKes to that of Agamemnon, and the embassy of Odysseus 
and Ajax to implore the aid of Achilles, when the Trojans had 
fought their way to the ships (Fig. 72).* 

We must first glance at these vase-pictures from the point 
of view of space and balance. The two scenes, each of four 
figures, occftrring on the two sides of the vase, balance one 
another, and conform admirably to the form of the vase. In 

1 Bild und Lied, p. 13. 
d. Inst., VI., 19 
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each we have complete balance about the middle, and corre- 
spondeuce of figure to figure. As an example of careful adap- 
tation to space, we may take Jjhe way in which the figure of 
Odysseus, at he bends forward in his oratory, together with 
the sword hung on the wall, fits the form of the seated 



Achilles* and the fashion in which the seat in front of 
Agamemnon fills the space under the handle. 

Taking next the scenes one by one, we may ^nalyze them 
and compare them with the Homeric text. The embassy to 
Achilles is closely parallel to the Hiad, In Book IX. is 
narrated how Agamemnon, repenting that he had vexed Achilles 
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by carrying away Briseis, sent an embassy to make reparation, 
consisting of Odysseus, ^jax, and the aged Phoenix. When 
they reach the tent of Achilles, they find him singing to the 
lyil» in the company of Patroclus. He receives them graciously, 
aju} Odysseus tries to persuade him to resume his place in the 
battle, but without suAjess. The lyre-playii|g Achilles is not 
rare in ancient art ; but on our vase Achilles sits sulking and 
wrapped in his mantle. In all other points the vase-painting 
is in a broad sense Homeric. The heroes are carefully dif- 
ferentiated. Achilles is of gigantic stature, his head when 
seated being almost on a level with those of i!:he others when 
standing : *this size refers rather to heroic rank than to mere 
physical stature. He is still young; in all ways he presents a 
marked contrast to Odysseus, whose close clustering hair and 
beard are those of the typical strong man. The hat at the 
ii^k of the head of Odysseus and his boots indicate the world- 
wide traveller, though here we have allusion rather to the 
future destiny than to the past history of the hero. Phoenix, 
as an old man with thin hair, stands wrapped in his cloak and 
leaning on a staff. Ajax is far less successfully characterized : < 
he seems drawn by the analogy of Phoenix, whom he balances, 
into an elderly man ; bufhair and beard are of heroic fulness, 
t The^ other picture is according to the spirit and, not accord- 
i]% to the letter. Agamemnon (//. I.) sent to fetch Brisms his 
two heralds Talthybius and Euqybates. Achilles yielded her 
without resistance, and they brought her unwilling to the tent 
of their master. Four figures were needed for the composition, 
and .most indispensable among these would be the figure of 
Briseis herself. According to the ordinary scheme a lady led 
into captivitv is accompanied by two men, one to lead her, the 
other to low back and repel pursuit. Xt might seem most 
natural to complete the scene "with the two heralds, and 
Agamemnon waiting to receive the captive. But the\ase- 
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painter prefers to represent Agamemnon himself as leading 
Briseis, while Talthybius follows afld Diomedes, armed, guards 
the rear. Dioinedes seems out of place ; but that hero was in 
the Iliad specially prominent in the whole affair of Brifteis,^ 
and merely to insert the second herald would weaken the 
picture. From Jbhe vase-painter’s poilit qf view the leading 
warrior and the following warrior are essential ; it is the figure 
of Talthybius which is unusual, and inserted in d^eren^e to 
the Homerm story. 

We see clearly how far more highly the painter valued the 
idea than the lact. Had he represented the lady and the two 
heralds in attendance he would have missed essential features 
of the story, that Agamemnon was the author of tlie whole 
affair, and that Diomedes took a prominent part in it. A 
modern painter would have laid more stress on Briseis herself; 
but she was only a captive, a pawn in the heroic game pl^fii 
by the kings. Briseis in the Iliad is not at all proifiinent, and 
the modern reader, whose ancestors have passed through the 
age of chivafry, reads with a strange feeling the words of 
Achilles, “With my hands never will I strive with thee or 
any other for the sake of a girl.” 

The scene of the event is indicated in that simple fashion 
which may be called the method of abbreviation. The tree on 
the right marks the plain of Troy whence the group come ; the 
seat on the left the tent of -^amemnon, in which a more solid 
chair would bo out of place. In the same way in the Opposite 
scene, sword and helmet hung up, and richly ornamented camp- 
stool, epitomize the tent of Achilles, and signify his determina- 
tion to cease from warring. Is it possible to imagine a simpler 
and more pleasing symbolism? 

We may compare with this rendering of the sl^ene by Hiero 

• 

1 l^ofessor Bobertf in his Bild ttnd Lied^ p. 96, suggests that Diog^edes 
really helongs to the embassy on the other side, and is transferred. 
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another, in the British Museum (Fig. 73),^ which is less domi- 
nated by artistic tradition and perhaps equally charming in its 
way, though inferior in technique. Here the fetching of 
Srislis is divided into two scenes, each contaiuing^six figures. 



Fig. 73. ~ Vase in British Museum. 


In both, with small variations, recurs the same group of the 
two heralds, of whom one precedes aud leads while the other 
follows Briseil The artist has tried to bring out as clearly as 
^possible the contrast between th^ starting-place and the goal 


^ Hartwi^ MeUtencholeni PI. 41. 
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of the journey? On one side of the ^ase the sulking Achilles 
sits wrapped in his cloak between two of his Myrmidons, who 
appear to console him as best they can. Their civic dress 
shows how tor the time they have laid aside the notion of 
fighting. Achilles is seated in his tent, and his arms are hung 
up within it. On«the other side, we have a*far*more stately 
building, represented by the two pillars whidh flank%the en- 
trance of the^ palace of Agamemnon, and between which flie 
cortege passes. Three bearded Greek citizens stand outside 
the house. Certainly to a modern mind the scene would have 
been more effectif ely rendered if Agamemnon had stood within 
his palace, and the cortege been represented as iipproaching it 
from the left. Why this line was not taken it is hard to say. 
We must not expect in our vase-painter too much originality 
or logical thoroughness. Professor Robert has pointed out I 
that in his representation of the tent of Achilles, tlie artwt' 
has admitted the influence of which I have already spoken as 
contamination. ^ The wrapped-up figure of the seated Achilles 
and the Myrmidon standing before him, leaning on a staff, 
hiight well be close copies of a group consisting of Odysseus 
addressing the sulking Achilles, as we have it on the vase last 
cited. And the other Myrmidon reminds us of the Phoenix 
on the same vase. 


Among vases distinctly intended to portray a Homeric com- 
bat, a high pl|ce is taken by the kylix from Rhodes, which 1 
first pub^shed in the Journal of Philology^ (^’ig* 74). The 
vase is of the early part of the fifth century, in the severe 
red-figured style. One of the scenes depicted qn it is the 
combat, of Diomede^ and Aeneas in the fifth 1x)ok of the 

1 Bild und Lied, p. 96. 

*Xll.,p.215. 
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Iliad, ^ 1 may briefly recapitulate the details’ of the combat. 
Fandarua and Aeneas ha^ driven in a chariot against Diomedes, 
who was fighting that day under the special protection of 
Athena. Diomedes first strikes Fandarus with ^s spear^ and 



Fio. 74. — Vase in British Museum. 


brings him to th^ ground 5 Aeneas springs forward to protect 
his fallen comrade; Diomedes hurls at him a mighty rock, 
which strikes him on the hip. Aeneas, however, is saved froifl 
death by the intervention of his mother, Aphrodite, who bears 
him away from the fray. 

A| the names Aeneas, Diomedes, Athena, Aphrodite, are 
all given, there can be no question that the vase-painter was 
thinking of the passage in th« Iliad ; and since we have no 
other representation of this scene, it is unlikely that he had 
any model to go by. It is the more interesting to watch his 
procedure. The central group is of an ordinary typq: a Greek 
hoplite advances against a foe, who is beaten to his knees. 
His victorv is indicated not only by the attitudes, but also by 
the fact th^t a spear is sticking in the body of Aene^ below 
the belt, while another spear is broken against the co^elet of 
IXomedes. But in the Homeric text there is nothing about an 
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exchange of sjiears ; a rock is spoken of as the only weapon. 
Between the warriors one sees what^ooks like the outline of a 
rock behind. Can this be a gentle allusion to the missile? 
Aphrodite iijn the act of lifting her son by both arms ; Atlfena . 
stands armed behind her proteg^, Diomedes. This is a gpod 
example of the looseness to fact and the^truMi to*idea of Greek 
artists. The defeat of Aeneas^ his rescue by his mother^ the 
divine support of Diomedes, are all clearly portrayed ; butHhe 
details of tlJ^ contest are given without any pretence to accu- 
racy. An ordinary scheme is so far modified as to have a clear 
Homeric referei^ce, that is all. 

We have on late vases of Apulia illustrations of Dne of the 
most stirring events in the Iliad, the carrying off of the^ horses 
of the Thracian king RhesuS by Odysseus and Diomedes (J[l, X.) 
and the slaying of some of the soldiers. The first vrse-pain^ 
ing is from a cup at Berlin* (Fig. 75 ); it gives us but fpw 
figures, and tells the story in the simplest way. ?he artist 
represents a wooded scene ; a tree and a few stones are suffi- 
cient to inark^the character of the landscape. In the back- 
aground, amid their arms which lie around, three Thracians 
are lying in constrained attitudes. Thracians, that is, they are 
meant to be, but their dress and equipment are not that proper 
to Thracians, which we find on Attic vases which represent, 
the death of Orpheus at the hands of Thracian women,® but tUe 
dress which Greek artists givff to the peoples of Asia Minor, 
Phrygians, Persians, and Scythians. In the foreground*Odys- 
seus, wearingtsailor’s cap and chlamys, with drawn sword in 
his hand, leams away the horses of Rhesus, and Diomedes, also 
with drawn sword, walks beside him. It will be remembered 
that in Homer the two heroes divide the task before them; 
Diomedes is to slay the sleeping Thracians wh3ie Odysseus 

1 Gerhard, Coupes de Berlin, PI. K» 

> SeSiBoscber’s Leocikon, III., p. 1180 and foil. 




ie to ^be found on another vase of the same period ^ (Fig. 76). 
In this the group of Odysseus with the horses and Diomedes 
is veiy similar^ and Thracians again occupy the background ; 
but there are additions which make the interpr|itation clearer. 
The nature of the ground, evidently a clearing in a forest, is 
more clearly marked. Of the Thracians, one is standing up, 
one has his head severed. A second figure of Diomedes 
appears, wlj^j rushes on the reclining figures, bent on slaughter. 
All these points have importance. The headless Thracian sug- 


1 WUner Vorlegebl., C. 3, 2. 
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gests that the constrained attitudes ^of the rest are meant to 
show that they have been slain, and are not merely asleep. 
The standing Thracian has evidently been waked, and is giving 
the alarm. Aomer does not tell us that any of the Thracians 
was awaked; but he comes near it, fof he says that wlien 
Diomedes came to*King Rhesus he was breat*liing* hard, for an 
evil dream stood above his head. The second figure ^of Dio- 
medes is yer}% curious. This seems a distinct instance of t£at 
method of continuous narration of which I have spoken above. 
Diomedes is represented both in his ravening and in his retreat. 



Fig. 76. 


Dr. Engelmann has cited in connection with this duplication 
the passage in which Homer represents Diomedes as hesitating 
whether he should tarry out ^he chariot or go on to slaughter 
more ef the foe. This citation I think misleading, and a gpod 
example of the tendency of the mod^n archaeologist to sup- 
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pose tbspt a vase-painter iQUst work on the basis of some literary 
authority. 

fThe yase-|^aintings«of which the subject is taken from the 
wanderings of Odysseus, as detailed in the Odyssey^ are com- 
paratively few in number. The adventures with the Cyclops, 
w;ith Circe, with the Sirens, and with Scylla, all oecur in various 
ancient works of art, but these subjects do not form large 
groups. Here then we may study the mutual workings of 
artistic tradition and artistic purpose under somewhat different 
conditions. < I take as examples an ai'chaic vase in which the 
blinding of the Cyclops is represented, and a red-figured vase 
whei^on is depicted the adventure with the Sirens. 

% Every one will remember the delightful fairy tale which tells 
Ti(fw Odjsseus, after drugging the Cyclops with wine, cut a 
piece from his club and hardened the point of it in the fire, and 
then with the help of his comrades burnt out the one eye of the 
monster, thus reducing him to helplessness. In depicting this, 
episode the one essential feature which the vase-painters can- 
not miss is the actual bluiding; the Cyclops must be reclining, 
and two or three men driving the hardened pole into his eye. 
^\ye h^ve several early vase-pictures of the subject. In the oldest 
of all, the vase of Aristonophos,^the scene is as simply rendered 
as possible. The painter of a\ylix of the Cyrenaic class ^ 
adds two curious touches — the Cyclops has in his hands the 
severed legs of one of Odysseus’ companions, and the hero is 
in the act of offering him a bowl of wine. Three distinct times, 
the meal of the Cyclops, his drunkenness, and his blinding are 
thus amalg^ated. Quite as complete is the anachronism in 

1 They are put together in Miss Jane^Sarrison’s Myths of ike Odyssey* 

^ Eagelmann's Bilderatlas zur Odyssee, PI. VI. 

« Mon, d, Inst., I., 7. i 
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the blach-figur^d Attic vase which I ^engrave (Fig.^77).* Here 
Odysseus figures twice ; his hat, his sword, and his spotted chi- 
ton being identical in both representations. On the left hg is 
hardening tfie pole in the fire, on the right he is directing 
it into the eye of the Cyclops. Thi^ pole indeed app^rs 
thrice, since it is*represented also as a club in the hand of 
Polyphemus. 

The monster is no monster, as he is in Etruscan and Pom- 
peian art, save for size ; he has apparently two eyes, and a 



Fia. 77. — Attic vase. 


good Greek profile. Here we have the inevitable Greet diS- 
like to the monstrous triumphant. It is noticeable that in the 
Odyssey the deformity of the Cyclops is not dwelt on. He is 
called ircXci)po||but this word only means “huge,” and is indeed 
often apoJied to the gods, Homer does not, like Hesiod, state 
that the Cyclops had but one eye, though, of course, if Poly- 
phemus could be blinded by one push of the sharp stake, he 
can in logic have ha^^ but one eye. The fact is tht^ the writer 
of ihe^O^ssey has not the concrete imagination. of Greek plastic 

1 Gazette Areh4oL^ 1887;,Ph 1. 
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art. His descriptions of, the strange beings iXrhom Odysseus 
encounters are often vague ; the Cyclopes and the Laestrygones 
are^only spoken of as gigantic. The companions of Odysseus^ 
when bewitched by Circe, do not, as they are represented in 
the* vases, turn into ^imal-headed men, but into very swine. 
The Sirens are noi said to be unlike ordinafy women in form. 
Only Sj^sylla is^ frankly spoken of as monstrous, as having 
twelve feet and six heads, as being, in fact, a i|[x-fold being, 
and seizing on six of the companions of Odysseus. Scylla in 
Greek art is in the form of a mermaid, with dogs about her 
middle. The gap between the vague story-felling of Homer 
and the definite and concrete spirit of Greek art is very < 
striking. 

In«fche vase which I have described, then, we may see a tra- 
ditional scheme, varied by the desire to get in as much as pos- 
lible of the Homeric tale. 

In the next vase-painting we have a representation of the 
passing of the Sirens from an amphora in the igritish Museum 
(Fig. 78).' The ship with furled sail rows swiftly on, with 
Odysseus tied to *the mast, according to his own directions.* 
Two Sirens, in the forjp of human-headed birds, one called 
Himeropa, are standing singing on the rocks, a third with closed 
^ e^yes falling headlong into the sea. We have here three in- 
teresting sets of facts : (1) Homeric reminiscence, (2) artistic 
tradition, (3) continuous narration. (1) In the fact that the sails 
are furled while the rowers ply their oars we may perhaps see 
a reminiscence of the Homeric lines (XII., 170-1^2), which tell 
how the mariners pulled down their sails and took to their oars ; 
but again the coincidence may be fortuitous. The binding of 
Odysseus tathe mast is, of course, of the essence of the story, 
and could f not be missed. (2^ Artistic tradition is, visible 
chiefly in the forms of the Sirens, who are here nQt^^sweet- 
^ Mon* d. Ina^, L, 8; Brit. Mua. Cat*, m., 268. 
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voiced womeii;^ as in Homer, and on some BomajL sarcophagi, 
but birds with human heads, an %»rt form which in Egypt 
stood for the soul, but was otherwise used among the Greeks. 
Here, as ii)#many cases, the Greeks, to repeat the phras% of* 
Briinn, borrowed the letters of art from the East, but ^sed 
them to spell out^ their own ideas. It must* be confessed that 
in these bird-women there is nothing terribly ; one would ex- ^ 
pect a warrior like Odysseus to make short work of th%m. fChe 



Greeks carried their dislike of the horrible in art sometimes to an 
extreme leng^i. (3) I am disposed to see contamination and con- 
tinuous x^rr^ion in the introduction of the dead Siren falling 
into the sea, for there was a story current after the Homeric age, 
that when the Argonauts passed the islands of the Sirens, Or- 
pheus entered into a musical contest with them, s^d defeated 
them, on which they threw thSmselves into the sea in despair. 
This story seems to have been transferred by the vase-paiatei 
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into themy^ of Odysseus. In this case the se^nd Siren, she 
on the right, would be depicted at two different moments, first 
as singing, second as throwing herself into the sea, and indeed 
>as Aready dead. It may be to some extent a confirmation of 
thi%interpretation that Homer mentions but two Sirens; but this 
is, of course, fiot cbnclusive ; and nymphs auid daemons of this 
class commonly go in threes. 

I%av^ already observed that the subjects of yase-paintings 
are far more frequently taken from the other poems of the 
epic cycle than from the Hiad or the Odyssey, Something 
must be said about this large class of paintiiigs. But as we 
have no aotu^ text of the cyclic writers for comparison, it will 
be best to reserve one of the most ordinary and typical su^ects 
of repjesentation, the Judgment of I^aris, for full treatment in a 
later chapter. « 

• J will take one more example, from the Homeric Hymns, 
which though they belong of course to a later age than the 
Homeric, are perhaps best treated of here. 

In the seventh hymn we find a charming tale of how Diony- 
sus, when wandering by the shore of the sea in the guise of a« 
beautiful youth, was seized and carried off by Tyrrhenian 
pirates. But as soon as they started, wine began to fiow on 
Jthe deck, vine and ivy to twine round the mast, sCnd presently 
tfie deity took the form of a raging lion, for fear of whom the 
pirates sprang into the sea and were transmuted into dol- 
phins. 

This story is represented in the reliefs of ti^ well-known 
monument of Lysicrates at Athens, which are closely i^nalogous 
in composition to paintings. But everything is translated so 
as to suit the artistic conditions. In a long narrow field a ship 
could not ifTdl be the scene of the event ;e so it takes place on 
the land. The agent of the wrath of Dionysus is not ^ lioni 
but the faithful Satyrs who usually attend him, though accord- 
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ing to the t£e in this case they •were conspicuously aosent. 
Some of the pirates are being captured or beaten ; others are 
leaping into the sea, and as they leap are becoming dolphins; 
and this last fact is really almost the only one common to 
hymn and relief. In a vase-painting we sbpuld^expect a some- 
what nearer appfoach to the tale of the hymn, but our example 
is very characteristic of Greek artistic methods. 



CHAPTER XIV 


LITERATURE AND PAINTING CONTINUED : LYRIC AND DRAMATIC 

POETRY 

Ijyric Poetry. — We return once more to the observations of 
Jahn as to the influence of poetry on painting, and have to 
consider whether either in method of representing a story, or 
in general tone, vases reflect the influence of that lyric poetry 
^of<xreece which succeeded the epic. In some cases the lyric 
poels did pot accept the epic version of a tale, but preferred a 
refinement of their own invention. Could versions of myth, 
which were due to some innovating poet, find a«place in art ? 
From what has already been said as to the relations of litera- 
ture and art this would seem unlikely. Xor do I think we 
havd any satisfactory examples of it, though some have been 
suggested by archaeologists. One of the greatest poetical inno- 
vators «was Stesichorus of Hiiuera, who lived about 600 b.c., 
and who is said to have introduced new elements and new 
motives into current and Homeric myth. Among other such 
innovations, he declared that Helen had never really been at 
Troy, that the Trojans held but a ghost or simulasrum of her, 
while the real Helen tarried in Egypt. Thus he trie(f to save 
the reputation of the heroine. He also found difficulties in the 
tale that A^mis had turned the inquisitive Actaeon into a 
stag, to be imlled down by his own dogs, ^d feigned rather 
thati the goddess had merely thrown a stag’s skin over his 
shoulders. It is most unlikely that such rationalism as this 

280 
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would find a«way into the representations of Gieek art. Pro- 
fessor Robert has maintained that*the figure of Actaeon on the 
well-known metope of Selinus takes the form it does in conse- 
quence of "the views of Stesichorus ; ' but when on some vases 
the companions of Odysseus, whom Circe had bewitchod, ap- 
pear as men witfi the heads of animals, aifd oif others in com- 
plete animal form, this variety is not held t» denote connection 
with two different sets of legends. There are many wSys in 
which the metamorphosis of a human being into a plant or an 
animal is depicted. On the monument of Lysicrates, the 
pirates who w%re turned into dolphins appear as half men and 
half fish. But Daphne, who became a laurel, appears in Pom- 
peian paintings as human, with laurel sprays springing from 
head and shoulders. An(f Thetis in her transformation! retains 
the human shape, while the animals into which she transfoj^ms 
herself appear beside her (Fig. 58). Artistic custom thus yary-* 
iug, there is no sufficient proof of the influence on the metope 
of Selinus of the writings of Stesichorus. 

At a previous page (Fig. 35) I have figured an interesting 
* vase-painting representing the descent of ^Theseus into the seaf 
to the court of Poseidon, to bring back the ring of Minos. .This 
story does not seem to have been known to the epic. Pro- 
fessor Robert discussed it ^ in 1889, and was then disposed to 
consider the story of the love of Minos for Periboea and the 
throwing of the ring into th« sea as due to the play of^ Theseus 
by Euripides, and taken thence by the painter. But a new 
light has been thrown upon the subject by the discovery of 
fragments ^of Bacchylides, in which the tale is given, and it 
might now appear that it was Bacchylides who was the source.' 
But this can only be a conjecture ; it is very likely that this 
poet only gives form to floating Attic legends. A'i the Theseus 

1 Bild und Lied, p. 26. 

* lu the Arch, Anzeiger, 1889, p. 141. 
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tales gain*frel|(i popularity at Athens somewhat before the mid- 
dle of the fifth century. any rate, the mistaken view as to 
the debt of the vase-painter to Euripides should be a warning, 
and prevent us from quickly accepting a new hypothesis which 
may ^be based, like the previous one, on the mere absence of 
evidence. 

As to the third^ind of infiuence, which shows itself merely 
in tohe add treatment, one cannot speak positively. It is Otto 
Jahn who laid stress on the lyric tone or background some- 
times to be observed in works of Greek art. He speaks <d the 
sculptors oi pathos — Scopas, Praxiteles, and the#Uke — as offer- 
ing us something parallel to lyric poetry. But these artists 
were not contemporary with the great lyric age of Greece, 
and the parallelism is by no means dear. In any case, we can 
scarcely carry the view further, to include works of so uuam- 
•bitious a class as vase-paintings. 


Tragedy, — We come finally to the dramatic wRtings of the 
^great Athenian poqts of the fifth century. How far did 
Aeschylus or Euripides infiuence vase-painting ? 

Subjects, — It can easily be shown that the choice of subjects 
vase-painters is often determined by the existence of well- 
kndwn tragedies which dealt with particular myths. We have 
reason to think that the Orestes Aeschylus and the 

tragedies orEuripides were especially popular and often acted 
in the Hellenistic age. The subject of the fate of Orestes and 
those dealt with in many of the plays of Euripifies ^are de- 
cidedly common on the late vases of Lower Italy, but not on 
the Athenian vases of the fifth century. Thus it would seem 
that the Gr^k drama exercised this kind of influence much 
*more one or two centuries after *the great age of the dtama 
than^t did at the time. We shall find examples as we^o on. 
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But the influence is more often to be observed/ in the mere 
choice of theme than in the way inVhich the theme is worked 
out. 

Manner %f Treatment — How far the manner of tragedy* 
influenced art is a question which has been a good deal* dis- 
cussed. In my (ipinion, if the grammar of Crreek art had been 
better understood, much of this discussion ^would not have 
arisen. It has in fact often sprung from the predominance in 
those who have written about ancient art of a literary training, 
which has induced them to think that the masterpieces of 
tragedy exercisAd in Greece at the time of their production an 
influence far wider and more general than actually existed. 
On careful consideration I cannot find that much is to be 
gained by an attempt like that of Jahn to set apart sculptural 
or painted groups as in general character related to trage<^. 
He mentions as such the celebrated group of the Tyrannicides, 
Harmodius and Aristogeiton, copies of which are in the 
Naples Museum, statues in which, as he says, the sculptor put 
before himself the task of representing a deed at a pregnant 
moment in an ethical light. Perhaps we may more safely 
insist on the dramatic character of such compositions as those 
of the Parthenon pediments, where the interest rises, so to 
speak, to a culmination in the midst of the pediment,^where 
Athena is being born oi winning her triumph over Poseidon. 
Here we seem to have the dramatic action of groups, while the 
other figures in the pediments are present like the spectators, 
or indeed more like the chorus in a theatre. Yet even in 
this casekit IS rather a dramatic tendency in sculpture which 
makes itself felt than an example of the influence of the great 
tragic poets of Athens. Why should not sculpture be dramatic 
as well as literature ? 

It ^uld seem to us to be almost inevitable, since some ol 
the best vases were produced at Athens during the tim^ wh^ 
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the drama wdf3 most flourishing, that we should Be able to trace 
in their designs the influence of the great dramatic poets. That 
the ^vase-painters should transfer to their paintings something 
of what met their eyes every year at the great Dionysiac festi- 
vals^ would seem the mgst natural proceeding possible. But the 
expected does*not always happen. It is agredd by most archae- 
« oloj^sts who ha>^ written on the subject that it is not possible 
to discover on vases of the fifth century any instsgice of direct 
borrgwing of situation or event from theatrical representation. 
This fact can only be explained by the consideration that alike 
vase-painting and stage acting were under the dominion of a 
number of* tnaditions which kept the two arts rigidly apart. 
The tragic actor with his mask, his trailing robes, and high 
buskins, when off the stage, as the Greeks themselves allowed, 
cu^j a ridiculous figure ; and, as a matter of fact, he does not 
nfhke his way into art until near the Roman age. And if the 
tragedian was obliged to modify time-honoured traditions in 
order to limit the number of characters on the ^tage to three, 
there could be no reason why the vase-painter should slavishly 
follow his leading ih this matter. 

It is no doubt exceedingly tempting, when one finds on a 
vase of the fifth century a scene which we know, to have also 
tifjjpea^d on the contemporary stage, to bring the two together. 
Many able writers, including even Brunn, have been unable tc 
resist tjie temptation ; and hence^have arisen many conjectures 
as to the line taken in lost plays of the great dramatists, or as 
to variant traditions which have influenced poet fud painter. 
But in the arena of archaeological discussion none bf these 
views has held its own, and Professor Robert, after a careful 
discussion, has rejected them all. In fact, the method is faulty, 
as will app#ar from our brief ^position cibove of the» inde- 
pendence of vase-painters of tiie influence of conteaiporarj 
poetry. 
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The only influence which can be traced on qpntemporary 
art is an indirect one. I have above spoken of the messenger 
scheme and the chorus scheme (chapter XII ). As these both 
become more frequent on vases towards the middle of the 5fth • 
century, we may, perhaps, see here a contemporary reflection 
of the popularity af those schemes on the stage, ^here they are 
indeed indispensable. % 

But in the jtrases produced in the fourth and third centi&ies 
in the south of Italy, and especially at Tarentum, we can some- 
times trace the influence exerted by the great Attic drama upon 
the pictorial renS.ering of scenes from the lives of heroes. This 
may be seen especially in two examples. The stoyy of Orestes, 
scenes from which are not infrequent on Italian vases, takes 
colour from the great trilogy of Aeschylus, and the draQias of 
Euripides largely affect the art-representations of the myths 
treated by him. That the Attic treatmejit of these subjects 
became familiar to the Italian vase-painters was bo doubt 
mainly due tg the wanderings in Italy, after the time of 
Alexander the Great, of troops of actors, Dionysiac artists 
*as they were called, who carried from city*to city their reper- - 
tory of plays, consisting largely of the, works of Euripides.. 

Of the appearance on vases of the late Italian class of certain 
kinds of persons familiar to readers of the Euripidean tragedy 
— the det/s ex macliinay the ghost, the pedagogue, and £he 
nurse — I will give an exam jte or two. 

Two vases, one at Berlin and one at Rome,^ give us an un- 
familiar veiyion of the fate of Antigone. She is brought as a 
prisoner*bfcfore Creon by a guard; but Herakles intervenes 
between her and condemnation. It is possible that in the lost 
Antigone of Euripides, Herakles may at the crisis have appeared 
ex mqfMna; but iWnay be that some merely tradi^onal version 
of the^ story is followed. On one of the vases Herakles is 
1 ArchaoL Zeitung, 1871» PI. 40. 
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standing in f, temple or shrine. A shrine in the background is 
in this class of vases a co&imon feature ; but it has nothing to 
do vith the dramatic stage. One suspects therefore that the 
• connection between these vase-paintings and the flrama is not 
close. Of the Antigone of Sophocles no influence is to be 
traced. 

On vases wl^jich represent the crime of Medea' we find 
soifletiifies the ghost of Aietes ; and the pedagogue in charge 
of the children is sometimes present, as he is in the Florence 
sculptural group of the destruction of the children of Niobe. 
A nurse is often present in late vase-pictures^o attend either 
on ladies of rank or on children. Thus on a vase which repre- 
sents Telephus in the palace of Agamemnon threatening the 
life of the young Orestes,^ a nurse is present. It has been 
conjectured that this vase-painting may have some relation to 
play of Euripides on the theme of Telephus. 

But eten when we allow the influence upon later vase- 
paintings of certain Attic tragedies, we must be careful to 
observe that it is the plot rather than the staging which had 
, an effect. Archaeologists, in commenting on the points of" 
connection between the^ two, have often been ready to forget 
the great gulf which lies between ancient and modern stage- 
production. The costume worn by all the actors on the Greek 
stSge %o the very end was specially planned by its great 
inventor, Aeschylus, to remove them from likeness to ordinary 
men and women. The mask was invariable, and it was frankly 
a mask, no close imitation of a face. The long, bright-coloured 
robes of the personages, and their high buskins, nmst have 
made any rapid movement as impossible as was facial play. 
The plays were recited rather than acted on the stage, and the 
great qualifications of the actor (actresses of course Jseing 

1 Saeh as ArehSol. Zeitung, 1817, PL 3. 

Si»i(L,1857,F1.106. 

f 
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unknown) were ^ a loud and clear voice and a ^rrect pro^ 
nunciation. It is easy to underitond that vase-painters 
would rather represent scenes even of the Medea or the Hip- 
polytus in their own way than in the way adopted on the 
stage. 


I do not propose here to treat in detail of the vase-pafhtin£^ 
of Lower ItalyVhich may be regarded as parallel to the Orestes 
trilogy of Aeschylus and the dramas of Euripides. All the 
most important examples are engraved in a work so easily 
^accessible as Baumeister’s DenkmMer under their respective 
headings. In VogePs Scenen Euripideiacher Tragodien in 
griecJdachm Vasengemdlden ^ill be found full lists of such 
vases, and each painting is compared with the play on the 
same subject. In Mr. Huddilston^s Gfreek Tragedy in the IAg1}f^ 
of Vase-paintings the reader will find much iiseful infomation, 

I will only take as examples of method two vases: one to 
show how closel^ in a few rare instances the vase-painter will 
c«me to the text of the play, and one to show how strongly in» 
the great majority of cases he preserves his independence. 

First, then, I represent a scene from a late and poor vase at 
St. Petersburg (Fig, 79).^ We here see Orestes in the temple 
at Delphi, clinging to the omphalos, with the naked swortl in* 
his hand. Before the temple lip the Erinnyes sleeping, repre- 
sented as hideous women in hunting dress, without wings or 
snakes. To the right a female figure, identified as the priestess 
by the gre%t tfcaple-key which she carries, flies in terror at the 
sight. The closeness of the situation to that which occurs at 
the loginning of Aeschylus’ Eumenides^ where the priestess 

1 First jpubUshed by Stdphani, rendus, 1863, PI. VI., 3r5, from the 

Gampana cc^oction. On the other side of the vase are a satyr and a meen^ 
standing by a krater. 
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coiHes fortV from the stage door, which represents the door of 
the temple, and tells wSat she has seen, will occur to every 
on6 who has read Aeschylus. But after all the likeness is to 
tlie play, not to the acting of it. Orestes and thf priestess are 
nqt clad in mask and flowing drapery and buskins, as they 
would be o& th^ stage. And the temple yrould certainly not 



be thhs erected on the stage : the front of it would be merely 
the front of the stage building.^ The Erinnyes are a reminis- 
cence of the description by the priestess in Eurr^idea, 52-55. 
She speaks of them first as women, then as Gorgons, and yet 
not quite like Gorgons, but rather like the Harpies in pictures 
bearing off the food of Phineus, yet differing from Harpies in 
not being Winged, though black and hideous. "" 

1 Journal of Hellenic Studies, XIX., 267-262. 
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Kow before tie time of Aeschylus the Erinny^s had not 
thus been represented, but as staid a4d venerable deities, clad 
in long robes, canying serpents,^ three in number, as were lifeu- 
ally the groftps of nymphs and maiden deities at Athens. 
Aeschylus innovated by increasing their number, and by giv- 
ing them a foul and hideous aspect, and he sbcce^ded so well 
in this latter respect that he is said to have pr^uced a panic 
in the theatre. In both these respects our vase-painter toilers 
the Aeschylean stage tradition rather than the older type, and 
we may see by this instance that the nearer a vase-painter 
comes to actual illustration of a poet the less interesting does 
*he become. 

In some of the Orestean vase-paintings the Erinnyes are rep- 
resented as winged. They seem thus to have been brougljt on 
the stage by Euripides ; but in fact this was a reversion to an 
older notion, the Gorgons, Harpies, and other unpropitioi^Sn 
daemons being generally represented in early art with iflrings. 

Very different is the other vase-painting which I figure* 
(Fig. 80). Here we have a subject which is probably taken 
ffom a play of Euripides, the Iphigeneia in •Tauris, but in the 
treatment there is nothing to suggest suc^ a derivation. In the 
background, that is, according to early perspective, at the top of 
the picture, we see the Tauric Artemis and her temple ; beside 
her sits her brother Apollo. In the foreground is a lauref tree 
and an altar ; Orestes sits on thoialtar and Pylades stands beside 
him, while Iphigeneia, holding a knife for the sacrifice, ap- 
proaches the altar, accompanied by an attendant, who carries 
on her head the other things necessary for the sacrifice. It is 
evident that the subject is the preparation for the sacrifice of 
Orestes and his companion to Artemis, but the sacrifice is but 

1 For Szample, a dedicaiion at Argoi, Athen, Mitiheil.t IV., 9.* 

3 From ^ Ruvo vase in the Naples Museum. Published in Mon. d. Jnft.t 
U.,43. 
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hinted at. These is no action, still less any flavoi^ir of tragic 
treatment. The gods in the hackgrowd are a regular feature 
• of thill kind of vase. 

From hrst\o last, speaking broadly, the vase-painter is true 
to the principles of his vocation, and follows the lines of his 
arf without waveri'ag. 

We may find a reflection, not indeed of the Eisripidean stage, 
but of Euripidean poetry, in some of the wall-paintings of 
Pompeii. One of the most noted of these ^ represents Orestes 
and Pylades brought as captives before King Thoas in Tauris, 
while Iphigeneia^ stands in the background, at the door of her 
temple, holding in her hands the image of Artemi j. • There is 
something in the simplicity of the grouping and the pathos of 
the expression which suggests that it may be a copy qf, or 
suggested by, the work of a painter of an earlier age. Wha{: 
it represents is not primarily a scene fr^om the drama 
Euripides, but a situation. The captxire of the two friends, 
their condemnation by Thoas, their deliverance by Iphigeneia, 
even the carrying away of the image to Greece, — all is hinted 
fR: in the painting ; but there is no suggestion of acting, or of 
the stage. Perhaps still more closely .related to Euripidean 
ideas and poetry is the figure of Medea holding the sword and 
meditating the slaying of her children, which we find in more 
than one example at Pompeii. Sometimes the figure of iNfedea 
is detached from its connectio^and stands as an epitome of a 
tragic situation.* No figure of antiquity has come down to us 
which is fullqr of expression. As a late Greek painter, Timo- 
machus, i» known to have painted a noted picture of Medea, it 
is nbt out of the way to suppose that he is the originator of 
the Medea of the Pompeian paintings; though of course the 
Pompeian artist gre%J.ly vulgarizes what he copies. 

Vin.,22. 

^Jltuseo Borbonico, V., 33; VIIL, 22; X., 21. 



242 A GRAMMAR OF GREEK ART « \oidp. 

c • 

When we^pass to a still later class of moniynents than the 
vase-paintings of CalabriS and the vrall-paintings of Pompeii, 
natfLely, to the Eoman sarcophagi, we certainly find frequent 
treatment of the subjects adopted by Aeschylus aisd Euripides. 
Tl\e great dramatists had given form and currency to certain 
myths,' which thhs l)ecame interesting to Jtoman poets and* 
my thogi*apherS|p. And they became familiar also to the second- 
rafe sc&lptors who made sai*cophagi for wealthy Romans. But 
it was the tale as current in literature, not the 'play as acted 
on the stage, which influenced these sculptors. We find no 
reminiscence of the mask or the flowing tragic robes. What 
we do find is something much nearer ©to illustration, in the 
modern sense of the word ; though the crowding of successive 
events of the drama into a single field of the sarcophagus, 
involving the method of continuous narration, of which I have 
spoken above, is a thing foreign to modern art. Several sar- 
cophagipfor example, give us a series of scenes from the story of 
Orestes. In the case of one ^ we find on the side a representa- 
tion of the slaying of Agamemnon and Clytemhestra, with the 
Eumenides in thee background, while on one end we have tlofd 
acquittal of Orestes by Athena, on the other Orestes and 
Pylades in Tauris. Here, ^t all events, the fashion of the 
Eumenides and the presence of Athena are due to the influence 
df Aeschylus. But they have clearly by this time become 
part of the myth, and there is vo direct relation to the drama. 


I do not propose to carry the history of the relafciops between 
poem and painting down to the poems of the Hellenistic or the 
Roman age. There is undoubtedly a parallelism, for it must 
rather be so termed than spoken of as a connection, between 
the poems^ of the Alexandrian ^writers, Theocritus, Apollonius 

Cl 

1 Robert, Die antiken Sarkophag^Sel^fs^ Fl. LV. Of. FI. LIV. 
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Bhodius, CallynacliuSyVnd their contemporaries^ Jbogether with 
the Boman writers of the Augustaif age, who owe so much to 
them, and the abundant wall-paintings of Pompeii and Borne. 
Both alike ^re dominated by the influence of Alexandria and 
the other great urban centres of the Hellenistic world, foth 
aiike reflect the ^aracter of that worlS, in* playful treatment 
of the myths of gods and heroes, in a more sejjtimental regard 
for women, in a growing appreciation and love of^nalPliral 
scenery, and^in many other respects. It is impossible, without 
good representations of several of the paintings, to go into fur- 
ther detail as t§ the manner in which they embody the ideas of 
the Hellenistic age. • The best book on the subject remains, 
after many years. Dr. Helbig’s Campanische Wandmaierei ; 
an English book on the subject is greatly needed. 



CHAPTER XV 


THE I.IFB-HI8T0BT 07 ▲ HTTH THE JUDOMEE^ OF FABI8 

€ 

Fully to illustrate the relations between poem and picture 
we ought to choose some subject which is a coihmon theme of 
both, and tr^e it from period to period in each. Unfortu- 
nately no thoroughly satisfactory subject can be found. The 
favour^'te themes of art ai*e taken froih the cyclic poets, not 
fr9m the Iliad or Odyssey^ and not from the fortunes of the 
houses of Oedipus ajid Atreus, which furnish a subject to so 
many trd!gedies. Under these circumstances the best thing 
to do is to select a subject which is well illustrated in all 
periods of art, even if it be but slightly treated in literature, 
or if the Greek poems of which it was the theme have been< 
lost, 

I propose to take one of the most favourite subjects with 
Vase-painters of all periods, the judgment of Paris. The thing 
wfiich will most clearly appear in our investigation is the 
futilitjr of taking vase-pictures oii<) by one and trying to explain 
their features by direct reference to myth or to poem. This is 
a parallel error to that of which 1 spoke when discussing 
sculpture, — the direct comparison of a statue with datiyre in dis- 
regard of the influence of style and school. We shall also find 
that the whole series of representations of the myth selected 
is an orderl^y development, following psy^^hological lav^ and 
reflecting in a minute mirror the course of Greek literary and 
artistic growth and decline. 
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The main points in the literary history of the tale may be* 
speedily sketched. In the Iliad (ixiV., 25) we find mention 
made of the anger cherished against Paris by Hera and Aljiena, 
in that he condemned those goddesses, when they came to his 
steading, and preferred her who brougjjt to him deadly lustful- 
ness.” Some axfbhorities consider these words & an interpola- 
tion, the source of which may be found in tiie CypHa, where» 
was relatec^ according to the summary of Proclus, how “A* 
dispute arose at the wedding of Peleus on the subject of beauty, 
between Athena, Hera, and Aphrodite, who are led by Hermes, 
at Zeus’ compiand, to Paris in Ida, who is to decide it. Paris 
prefers Aphrodite, on her promising him Helen ^.s ^ bride.” 

We have here nothing^ about the offering of gifts by the 
other goddesses, nor Jo we hear of the apple of Eria; these 
features come later into literature, as we shall see. * 

In four plays of Euripides mention is «iade of the judgment * 
of Paris. In the Iphigeneia in AuUs (1. 1289) fte Chorus 
speaks of th% coming of the three goddesses, under the leading 
of Hermes, to Paris in Mount Ida, and each of the three is 
spoken of as relying not on a bribe, but on her exalted function — ^ 
Hera on her queenly position, Pallas on her warlike power, 
Aphrodite on her mastery of* love. In the Helena^ Helen 
(1. 18) speaks of the goddesses as vying in ISeauty. But in tlTte 
Troades (1. 920) Euripides adopts an innovating version of the 
myth, representing each goddbss as trying to win the judge with 
gifts. Pallas promises that at the head of his Phrygians he 
shall conqijer Greece ; Hera that he shall have a wide kingdom 
in Asia^anS Europe; while Aphrodite promises the person of 
Helen. In a fourth play, the Andromoiche (1. 275), the Chorus 
dwells on the preparation of the goddesses for the judgment 
by washings in th^ springs qf Ida. 

The^ was a saiyric play of Sophocles cdlled The Judgmentf 
in which Paris is introduced as deciding between Aphrodite 
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knd Athena, ^era being absent, perhaps because only *three 
actors could be on the stage* at once. The play seems to have 
had a^noral similar to that of the well-known tale of Prodicus 
ot the choice of Herakles between Pleasure and VirtUe. 

In #he Hellenistic age^ as reflected to us in the Homan poets,^ 
the contest between* the goddesses is represented as strictly onc^ 
i4n beauty, and tliey come undraped before their judge. The 
*appl5 is mentioned by Lucian and Apuleius, but of course we 
^cannot tell when it first really came into the tale. 

This being in brief the literary history of the tale, let us 
turn to the evidence of the vases for a parallel dfevelopment.* 


In th^ early black-figured vases we find a merely processional 
scheme. Hermes walks first; the three goddesses, not dis- 
' ting^ished one the other, follow him. Paris ih not 

always to •be seen; when he is present he usually shows his 
unwillingness to act as judge by flight, while Hermes pursues, 
or grapples with him to hold him fast. We can scarcely fail 
to see here the influence of fixed schemes. When there is no 
Paris, no judgment, and no discrimination of the goddesses, it 
can scarcely be pretended that there is a serious attempt to 
tdll the story. The scheme of Hermes leading three nymphs, 
who in early art are usually represented as draped, was prob- 
ably familiar to the vase-painter, tnd guided his hand. In the 
grappling of Hermes and Paris we have also an ordinary 
wrestling scheme. 

In later black-figured vases the simple scheme** begins to 
change. The midmost of the three female figures begins to be 
differentiated, and naturally becomes Athena, since Athena is 

• 1 Propertius, 2, 14 ; Ovid, Heroidea,^7, 115. 

^ subject is treated of by Miss Jane Harrison in Journal o/mSelknio 
Studies, VIL, 198. 
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far easier t<^ discriiuiuate, being armed, than her colleagueai 
In the painting here figured, frornPa vase at Florence (Fig. 81), » 
the dress of the middle figure is varied. Also the dog o^ Paris, 
which is ^is attribute as shepherd, comes in, and appears in 



Fio. 81. — Vase at Florence. 


curious connections, sometimes leading*the proce^ion.*® TChe 
dog marks the scene as pastoral, as the presence of Hermes 
indicates th^ divine purpose. 

With the coming of the severe red-figured technique, we have 
of course an immense improvement in the drawing of the scen8, 
and a number of fresh details and h,ttributes are introduced. 
In a vase from the workshop of Hierb^faris is playing the 
lyre, while his goats sport about him ; and Aphrodite is, con- 
voyed by four fluttering companions, various forms of Eros. 
In a vase of Brygus Paris is singing to the lyre, with head 
thrown back, as the goddesses draw near. Towards the middle 
of the fif|h century the cortege of the goddesses becomes more 

1 Journal of Hellenic Studies, PI. LXX. The two figures on the left are 
merely fillers of space. 

a In a vase of the Louvre {Cat., I., PI. 17, A. 478) a huge dog and a winged 
female figure (Iris) alle interpo8edd)etween Hermes and Parjp. I am surpris^ 
that 14^88 Harrison {Proleg. to Greek Religion, p. 2SS&), adopts the view which* 
refers the picture to the myth of the stealing of the golden dog of Mftos. 
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and more elaborate. On the cover of a pjxis atX/openhagen^ 
Hera travels in a chariot dr^wn by four horses, Athena in one 
dravm by two serpents, while to the chariot of Aphrodite |wo 
winged figures of Eros are harnessed. Perhaps mdre signifi- 
cant is a kylix in Berlin (Fig. 82),* on which one sees Paris 
holding a sceptre Und*a lyre, seated in a^ stately palace,* 
supported by logic columns: he is clearly here not the 
^hepkerd^but the king’s son. Of the goddesses, Hera holds a 
small lion, Athena a helmet. Aphrodite a wreath and a small 



Fig. — Vase at Berlin. 


figire of Eros. Anveng all the vases of the fifth century which 
represent the subject, this alone perhaps introduces fresh 
meaning. In the others the pictjfTe grows in beauty, fresh 
details ai^ added, but the plan remains the same. But on the 
Berlin vase the goddesses are clearly contending mth gifts: 
Hera offers sovereignty, Athena military fame, Aphr^ii^ love,, 
just as in the Troades of Euripides. It would be contrary to 
all analogy and all probability to suppose that the vase-painter 
has followed the text of Euripides, even apart from the fact 

1 Dumont et Chaplain, Vases Feints, PI. X. 

^ S Roscher, Lexikon, 111., p. 16m. Berlin Cat,, 2536< 
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that the Trocifies appeared on the stag^ many years after the* 
painting of the vase. We have therefore a paralfelism between 
tragedian and painter, both of whom doubtless depend# upon 
some earlier source. • 

Towards the end of the fifth century a process of dissolution 
«ets in in the v^se-paintings. The ofdev ^f tfee goddes^s is 
broken up, fresh figures interrupt the scheme, but meaning is 
rather lost than gained. On a vase in the Sabouroff Ck>llec-i 
tion,^ Atheda stands behind Paris, and Victory makes .her 
appearance, advancing, as it seems, rather towards Hera thanT 
towards Aphmdite. In another vase-painting of the period,* 
which is untortunakely fragmentary, a full-sized .Eros jstand^ 
between Athena and his mother. 

In the large and elaborate vases of late fine style which 
reach us from Italy, but some of which seem to be .Athenian, 
we have further modifications and developments. As a result , 
of the working of the Polygnotan notion of perspective, the 
figures of the picture are no longer in one plane. Paris, who 
is seated, anb. Hermes form the centre, and the goddesses with 
their dependants and ministrants are gfouped around them, 
and to these are often added other figures whose appositeness 
does not appear. On one vasp® we have Eros, Himeros, and 
Pothos, and an unexplained youth ridi^g^on a dolphin, pn 
another * we have Eris looking down from a hill in the back- 
ground ; but there are alscp present Zeus, Clymene, Eutychia, 
and Helios driving his chariot. Paris gives up his* Hellenic 
appearance and wears the Phrygian dress with long sleeves 
and trpuawrs. In these cases we have a series of artistic vari- 
ations on the original theme, but no addition to the meaning. 

In a few vases of this class, however, we have elements 
which tell of thought or nf learning. In one scene, we see Eris 

1 PI 61. * Gerhardf Jputisehe "^asenbilder, PI. C. , 

a Arm, d. Inst., 1833. Tav. E. ^ Ibid., PI. D. 
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•and ThOmis, distinguished by inscriptions, convorsing together 
in the background.' Eris, course, comes in naturally, but 
Themis makes one pause. And although names are a4ded 
a^mdSit at random on vases of this age, it seems likely that the 
painter was thinking of the beginning of the epic Cypria, 
where Zeus and Themis*discuss the excessive yiultiplication of 
men on the earthy and set moving the course of events which 
lead» through the judgment of Paris to the Trojan war. 
Another vase which calls for special mention represents, not 
\he judgment, but the immediate preparations for the contest 
in beauty (Fig. 83).* Hera holds a mirror, and its evidence 
^justs her yeil, Athena has laid aside hehnet and shield, and 
is washing her hands at a fountain, while Aphrodite, with 
Eros for a helper, is decking herself witti jewels. As we saw 
in the Berlin kylix a parallel to the play of Euripides, so in 
» thisVase we may discern, if we will, an artistic counterpiffce to 
the morality ” of Sophocles, the characters of the three deities 
being charmingly discriminated. ^ 

Another curious innovation in some vases of the Italian 
]^otteries* is the transfer of the office of arbiter between the 
deities from Paris to Apollo, who is represented as seated by 
his Delphic Omphalos while Zeus addresses him. This curious 
ch|iuge in the refereyf'has naturally puzzled archaeologists, and 
some halite conjectured the existence of an alternative story, 
according to which the oracle of Apollo, the highest court of 
appeal in Greece, was the judge appointed to award the prize 
of beauty. It seems, however, very unlikely that any such 
story could be of really early date. In Plato’s Beput^id there 
is a phrase which seems to have a bearing on the question. 
Socrates there says that among other Homeric stories which 
should be rejected is that concerning the strife^of the’goddeS|es 

t • 

1 Wiemr VorlegehUttterf A. XI. * Wiener VorlegebldtieVt A. X ; & XI. 

* M<ni\ d. Inrt., IV., 18. • P. 37^ B. 
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and ^e decj^ion 'which came through Zeus anctThemisi Now 
Themis at Delphi inherited the oracle of the Earth (G§)» and 
wa^ in turn succeeded by Apollo ; so possibly the phra^se in 
Plato may have reference to some Delphic declAon. But it 
seepis more probable that Plato is referring only to the share 
which Themis h^ from the beginning in t]^e whole series *of 
events^ and th|.t the vase-painter, with that little knowledge 
wMch^s always dangerous, merely inserted Apollo in the scene 
as the general judge of difficult questions. 

Tn Pompeian paintings the judgment of Paris is a not rare 
subject. In these the scene is again simpler, Usually confined 
to the main actors. Aphrodite is sometimes naked, or all but 
naked, but the other goddesses retain their robes and their dig- 
nity. ^The poets take greater literttes vdth them than the 
painters. In a painting of the baths of Titus, however, we 
]}^e a triad of undraped deities standing before Paris.* 


Taking the vases which represent the judgment, not as a se- 
ries, but one by oue, ^ome eminent archaeologists have falletf 
into the mistake of too closely connecting them with myth 
and literature. T^s Stephaiii of St. Petersburg comments on 
a black-figured 'vaSe on which, besides Paris and Hermes, only 
JPtheila and one other goddess are present.^ This vase shows 
the usual processional scheme, and the abridgment of the de- 
sign for economy of space or time is a familiar phenomenon in 
vases. But Stephani wants to see the influence of the above- 
mentioned drama of Sophocles, wherein Paris hasjbo decide 
between Athena and Aphrodite. The vase dates from nearly 
a century earlier than the play of Sophocles; but apart from 
this conclusive objection, the faultiness of Stephanies method 
is obvious. 

1 Gerhard, AuserleaeM ^TirnnhUder, PI. 172« 
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Welclier agaii^ wanted to infer from the promin^ce in vase- 

paintings of the processional schema that the journey of the 
» goddeij^es to Mount Ida was an important feature in the Cy^Ma, 
Here again ^e have a complete misconception. Accordiug\o 
the eai'lier vase-painters, the procession of deities is not a p^e^ 
linftnary to the judgment, but is a maimer of *repi^senting the 
judgment itself; they know nq other. The ijpheme of the 
judgment is gradually developed out of the procei^ioifkl 
scheme, and there are almost identical designs in which Paris 
is standing or seated, present or absent. 


Nothing could show more clearly than does this brief history 
how poetry and art in Greece take quite independent Jines. 
They follow parallel courses, but there can seldom be traced 
any line^f influence running from one to tli^ other, apart frojo* 
the influence exercised by the Homeric and cyclic poenHi. The 
most notable exception to the rule is to be found in the influ- 
, ence of the Euripidean dramas on the vase-painting of South 
Ifaly in the Hellenistic age. And even here, as we have seen, 
the influence seldom reaches beyond suggesting a subject or 
giving hints as to its treatment. • Illustrstiion, in the modem 
sense of the word, was, as I observed at the ouijset, unknown in® 
Grreece. 
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GOINS IN RELATION TO HISTORY • 

^o far as we have gone at present Greek art would seem to 
have very much to do with ideas, and but liftje with facts of 
hisfory. 'Its message to us would seem* to be concerned rather* 
with the vivijicoction than with the verification of the facts of 
Gree]f life. It rather displays to us the background against 
^hich the Greek race acted out its drama, than the plot of the 
diiama itself. To ^>orrect what may perhaps be the excess of 
this impression, we will devote our final chapter to a brief 
consideration of the place taken in archaeology Jjy coins. 

The study of coins, numismatics, has sometimes been termed ‘ 
the Grammar of Greek Art. By this it is meant* that of all 
classes of Greek remains coins are the most trustworthy, give 
us the most preci^ informS,tion, introduce us ,to the greatest 
"^variety of facts.*^ As regards epigraphy, art, religion, commerce, 
feey^are monuments of the first importance. Their date and 
locality can be determined witlf greater precision than those of 
any other classes of remains, except the remains of buildings 
found in situ. Thus coins furnish, if not exactly a grammar, 
at least a valuable epitome or index of Greek art.^ Work upon 
them is perhaps the best possible introduction to archaeology. 
The student who takes this road avoids areus of controversy 
he trains hm eyes by the cont^plation q;C works of unques- 
tioned genuineness and beauty ; he learns to think by periods 
an<f by districts. It is only practical di£&<3ultie6r, arising from 

^2H 
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the smaU size of coins and l;h.e great value of fin^ specimens, 
which prevent the study of numisfbatics from lying at the 
root of archaeological training. 

Detailed Sumismatic studies can only be carried on w3en ’ 
Jihere is free access to one of the large collections of Gi;pek 
coi!hs, such as exi^ in the great national mifseuins of Europe. 

It is this inaccessibility of the material for st^dy which long 
delayed the development of numismatics as a branch of iStrchfle- 
ology, and still causes this field to be less highly cultivated 
than others. Eor example, mach more light than has hitherto 
been discovered ^n the study of coins might be brought to bear 
upon the detailed history of ancient commerce. ^ The mone- i 
tary standards on which the coins of cities were at any period 
issued are at once an iildication of the commercial spl^re to 
which those cities belonged. For example, about 409 b.c. the 
cities of the island of Rhodes combined tg found the cityjof 
Rhodes, which almost immediately began greatly to Nourish, 
and to extend its commerce along the shores of Asia. The 
coins of the new city were almost from the first issued on a 
flew and distinctive standard ; and wheji we find that stand- , 
ard, in the early part of the fourth century, spreading not only 
to cities of the southern coast of Asia Minfcv, but farther, as far 
as the Thracian coast, we may well find in it a?-witness to the* 
rapid spread of Rhodian commerce in the great gap left IBy tHte 
fall of Athens. 

The precision of the information given us by coins, and their 
complete freedom from modem restoration, admirably fit them 
to become tHe basis of various lines of archaeological study. It 
will be. found that through the coins of each district of the 
Greek world therg runs something of common character. The 
coins gf the Greek ^pities of southern Italy are not to be con- 
fused wi^h those of the Doric and Chalcidiati cities of Sicily ; 
but Italian and Sicilian /5oin% stand together as a specieS in 



2^ A GI^UCMAR OS" GREEK ARV chap. 

c • * 

compsCrispn^with the coins of northern Greppe, which again 
present a marked contrait to the money of the cities of the 
Asi&tic coast. It is true that when a great school of sculpture 
‘ or fainting arises in a city, it usually reaches beyond a mere 
locg.1 character to one which is national or cosmopolitan ; but, 
neyertheless,<tloca‘L traditions and conditions j^ell upon it. Thus 
a general geog|aphical arrangement of character in art, based 
ujton the testimony of coins, is a good preliminary study to 
work upon sculpture. When Professor Brunn produced his 
nofed theory of a North Greek School of Art, the most trust- 
worthy section of his evidence was the numisihatic. And in a 
letter to the^wyiter of this book he stated his opinion that the 
question of the date and extent of the archaizing tendency in 
later Greek art would be finally settled only by an appeal to 
coins. 

, Jn the special study of ancient portraiture, a brandi of ar- 
chaeology which has long been neglected, but is now rapidly 
returning into favour, the most trustworthy evidence is that of 
coins. Goins give us portraits of nearly all ^he kings and 
rulers of Asia, Greece, and Borne, from the time of« Alexander 
the Great onwards. And in the Eoman age it was* no un- 
common thing to pklce on ceins the figure or the head of any 
citizen who hadrin past time brought renown to his city. 

• ThS consideration of coins in relation to commerce, to reli- 
gion, to epigraphy, does not enter into the scope of this work. 
Coins regarded as works of art follow in their designs those 
laws of balance and symmetry, of relief and perspective, of 
which I have spoken in previous chapters. Thust> considered, 
they are works in medium relief, of small size and circular 
form. Their designs, when consisting not pf a head but of 
figures, are much like those of the mettles of temples, but 
even simpler. But the fact to which I propose now to call 
att^tion is that every importajit ci^ in Gree^, and many 
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towns iffiich wjre unimportant, issued during most of their 
autonomous existence series of coins, bearing the arms of the 
state ^ type, series which run strictly parallel to the political 
history of the state, reflecting its changes, rising with its rfte, 
and disappearing at its fall. Thus we have a numismatic 
“record of Greek ^story, sometimes far *more complete in de- 
tail than the history recorded by writers, and possessing the 
great advantage of consisting wholly of objects, visible to the 
eye, to be weighed by the hand, arid ready on close investiga- 
tion to furnish facts, the validity of which can scarcely ’be 
denied. 


In the Introduction to«a ufork on Greek coins,^ I have tried 
to set forth the method whereby it is possible to range the 
coins ofc cities in series running parallel to the fortunes of 
those cities. Two processes have to be gone through^ First, 
it is necessary to arrange the whole of the series in order of 
date, by the aifl of our knowledge of the forms of letters used 
i^ the insofiptions, our perception of s^le. in art, out know- 
ledge of weights and of fabric, not neglecting such more de- 
tailed evidence as may be furnish^ by thtfe^iiscovery of hoards, 
observation of restriking of one type over anoth^ and the like.a 
In the second place, we turn to the recorded history of oisr 
city, and endeavour to find liges of evidence, the more exact 
and^objective the better, connecting particular issues of coins 
with particular historic events, a military success, an alliance, 
the accessio](| of a ruler, the introduction of a fresh cultus of 
some deity, and so forth. Before this can be done, the ancient 
historians must of course be read with keen and critical eyes, 
'^he historian oniy gives us an opinion, which may be true or 
false, t)ut in either^ase is certain to be largely Aoulded by 
* 1 Thfi TypeB ofhrpk Coirts, Cambridge, 1883, p. 66. 
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6i8 oMjn sumective views, his sense of style, his political pre- 
possessions, his chances oi obtaining good information. 

will be clear that this process is a cumulative one^ The < 
bel^inner will be apt to find in coins all kinds of liistoric coin- 
cidences and allusions which do not exist. But every time an 
arrangement is nsade*on really good evidenqp, it will shed If^ht 
on the successive issues of coins of all cities in the same dis- 
trict er the same political circle ; and thus by degrees the 
coinage of city after city will fall into order^and sequence. 

One may fairly say that the chronological classification of 
Greek coins, if we except certain districts, hfe now been car- 
ried out tp a generally recognized conclusion. A summary of , 
the results will be found in Dr. Head’s Historia Numorum} 
But as recently as 1870 the process kad scarcely been begun, 
and tlie same writer’s Chronological Sequence of the Coins of 
/^racuse, which appeared in 1874, was the-^rst cortSecutive 
and sajij^factory attempt at coordinating the history of a 
Greek city with its coins. To the English-speaking student 
several monographs of this kind are accessi&e in his own 
language,^ numisujatics being the only branch o^f classical 
archaeology which can be studied beyond the rudiments with- 
out the use of books/ t)ther tl^n English. 

^ I will cite ajew examples of coins, the date of ’^^hich can be 
&Led,tand which thus serve as landmarks in the coinage of 
the cities to which they belong.^^ 

When Gelon of Syracuse won in 479 his great victory over 
the Carthaginians at Himera, the defeated city was able to 
obtain tolerable terms of peace through the intfergession of 
1 Oxfotd, 1887. A new edition is in preparation. 

3 I may name the following, which originally appear^ in the Numiamatie 
CAroniofe ; B. V. Head, Coins of Boeotia, Coins of Ephesus ; P. Gardner,*^ 
Sicilian Stud^, Coins of Elis^ Coin^ of Samos; <A. J. Evans, SyPaousafi 
Medallions, Horsemen of Tarentum. Mr. G. F. Hill’s Coins of Ancient Sicily 
is a good conspectus. 
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Dam^rete, wife of Geloii, and in gratitucfe presented to^hej 
a hundred tafents of gold ; sueh at Jeast is the st(?ry of Diodorus 
Siculus.^ From the proceeds were issued silver coins ^of the 
weight often Attic drachms, that is, as we know, about si2 huji- 
dred and seventy-five grains. Now we have surviving a few coins 
®f Syracuse of archaic style and, of tMs V 9 ry ^nusual si^e and 
weight ; and there can be scarcely any doubt that they are the 
very pieces mentioned by Diodorus and tTulius I^IIisk as| 
Damareteia<(Fig. 84). We can assign them unhesitatingly to 



Fio. 84. — Damareteion. 


479-8 bUj. Every archaeologist will appreciate the advantage 
of being able to assert that all coins of Syracuse of more 
archaic style than the Damareieion were struck before 479 b.c, 
and pieces of later style after that date. Aitd since coiiy}*of 
closely similar style, though not of the same weiglTt, make 
their appearance at Leontinf, the coinage of that city also can 
be divided into two groups by a line of rigid date. 

To take another example. When Dion, the disciple of Plato, 
was planiftng his fateful expedition against Dionysius of Syrar 
cuse in 357 b.c., he made his headquarters in the island of 
Zacynthus, th^e collected troops,^ and thence sailed against 
Syi^xiuse. We hi^ve coins s^ck at Zacynthus,^as inseriptiox^ 

1 XI., 26. 
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Fig. 85. — Dion coin. 


^ncf types abundantly prove (Fig. 85^, and belonging to tiabout 
the middle of* the fourth ceptury b.c., which are” stamped also 
with name of Dion. We may fairly suppose that he struck 

them for the payment of 
his mercenaries, many of 
whom were Zacynthian^^ 
Here again we have * a 
valuable fixed date in 
the coinage'" of a city. 
And the types used by 
Dion, the h^ad of Apollo 
and the Delphic tripod, correspond to the assertion of Plutarch, 
that before Didn^left the island he made splendid sacrifices to 
Apollo, the' patron god of Zacyiithus,< thus placing himself 
under hks special protection. 

Sbmetimes an event which is barely mentioned by a^^cient 
hislborians^^s written Ikrge in the coinage. An often cited, but 
very characteristic, example is to be found in the alliance 
formed by certain of the cities of Asia against SpaUa just after 
the victory of Conon at Cnidus. Xenophon and Diodorus ^ tell 
us that after the battle of Cnidus many of the cities of Asia 
expelled their Spartan governors and declared themselves inde- 
pendent. But Xenophon and Diodorus give us scanty details. 
M. Wad^ington first pointed out that we can prove from coins 
that certain cities, including Ephesus, Rhodes, Cnidus, and 
Samos, entered into a definite anti-Laconian f^ompact. AU 
these cities issued coins of uniform weight, a weight not in use 
before in those parts, which bore on one side the usual^ device 
of the issuing city, on the other a figure of the child Herakles 
strangling the serpents, and the inscription $YN which doubt- 
less stands for oMfjLfuix^Kov vofito’/M, alliance coin (Figs. 86, 87). 
<rhe uniformit^^ of these coins provBs that they* were the resuit of 
1 Xenophon, Hiat., IV., 8, 1 ; Diodorus, XIV., 83. 
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a convgfition, their weiglit that a commercial Understanding was ^ 
involved. ThS type, which is takeji from the coBis of Thebes, 
has clearly a political pid*pose, showing that the cities ranged 
them*selve^on the side of the greatest enemy of the Spaittai; 
♦domination, Thebes. The type without the inscription is copied 
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Fioa. 86, Si. — Coins of Samos and EphesAs.* * 


by other cities which ’do not seem to have belongei^to the 
alliance, but only desired to express the same anti-Spartan 
tendency, such cities as Lampsacus, an^l even the dislKint 


Any one can see how such facts as* tliese add colour and 
warmth to the dry narratives of Xenophon and Diodorus. It 
is true that at present it would not be easy to put together 
many instances so clear and so striking. But^nuch ]^ill i)e 
done by closer study. Mr. Evans, in his Horsemen of Tarentum, 
ha^ succeeded i^some cases with greater, in some with lesser, 
probability in emphasizing by the evidence of coins all the 
chief events of the history of Tarentum. Equally minute and 
exact workmen other series of coins would yield a like harvest. 
Every gold and silver coin issued by Greek cities was struck 
» on a particular ^.andard. The question why the standard was 
chosen may sometienes be easily answered^ but vyy often the 
Teasons^are by no means obvious, and a s^rch into theta will 
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bnni; to light fr4sh and unexpected relations of a political or 
commercial £nd between vjirious Greek states.*^ So the reason 
for i^hich the patronage of a coinage Vas assigned to one deity 
^atl^er than another is often far to seek; it is no means 
always the most prominent among the cults of a city which 
receives most^recqguitlon on its coins. < 

Nevertheless, as in other branches of Greek art, so in this, it 
is easy, to misrtad the testimony of the monuments. A few 
observations on this subject may be useful. 

We must never lose sight of the psychological side of ancient 
numismatics, nor overlook the purpose for w^ych coins were 
struck and issued. This purpose was, at least hi the autono- 
mous age of *Greece, primarily commercial ; coins were struck 
as a measure of value and a medium o^ exchange. This main 
intention was crossed by many others, acting in some cases con- 
sciously and in some unconsciously. The desire to procure and 
to Recognize the helf» of the gods in all city affairs, the refusal 
to tolerate what was ugly or unmeaning, the love of artistic 
variety, a desire to indicate who was responsible rfor the weight 
and quality of the money, these and other motives conditioned 
the production of coins ; but the main questions were as to 
their reception in th/9 markets of home and of other cities, 
whether they would be accepted by correspondents or merce- 
naries^ or tax-gatherers. Only thus can we account for such 
facts as that Athens through all her history issued coins 
bearing an archaic or unsatisW/tory head,^qf her guardian 
goddess, and that Sicyon adhered always to the ugly and 
trivial type of the chimaera. But the failure of the most 
artistic cities to produce a beautiful coinage is made up for by 
the success in this matter of Tarentum and Syracuse, Cyzi- 
cus and Lampsacus, and many other places)' some of which, ^ 
like Terina .'■nd Caulonia, are scarcely mentioned by historians. 

Archaeologists have in the past often been milled id dealing 
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.with ni^ismatic testimony through undereslSinatiDg the epAi- 
taneous vitality of Greek art. Tljpy have often^been iinable 
to imagine that when greJt sculptors in a city were setting up 
some worl^famed statue^ the die-cutter could fail, in treating 
the same theme, to be influenced by their work. It is very 
natural to expect to find, on the coins o# Elis of^the middle of 
the*fifth century^ a reflex of the statue of the Olympian Zeus 
by Eheidias, and on the coins of lihegium of fhe same^atg to 
look for tracoi of the style of the sculf)tor Pythagoras. But 
the expectation is not usually justified. Greek art was a thing* 
so sensitive tc^circum stance, so calculated in regard to condi- 
tions of space and purpose, that an artist who made the die of 
a coin would think primarily of the coin, and Of the subject* 
as adapted to the shap^and purpose of the coin. Besides this, 
the men who worked upon coins and gems probably belonged 
to families with whom such work was hereditary, and nob to 
the same social class as the great sculpt9rs. Thus ^s a fiilc 
the sculptor, the vase-painter, and the die-engraver pursue 
each his owif course independently. In the learned Hellen- 

_ istic age, which was beginning to dwell on the past, and which 
* * • • 
cherished temples and their contents as moderns cherish cathe-* 

drals of the Middle Ages, there is more copying of great statues. 

For example, the coins of Messen^ reproduce the statue of Zeus 

by Ageladas, and the coins of Epidaurus, the gold an^ ivgry 

statue of Asklepios by Thrasymedes of Paros. But eveh in 

such cases as jjbese, what we l^ave is* rather, a translation than 

a copy ; attitude is preserved rather than style or character. 

In Bom|n times, and especially in the learned and art-loving 
age of the Antonines, we find upon the coins of Greek cities 
a large number of intentional and tolerably faithful copies of 
the monument^of the great age, temples, statues, and thedike,^ 

1 Imhoof-Blamef and P. Gardner, Numismaiif Comt19entar^ on Pau- ' 
$ania$, 4aariteb, 1887, and Mr. Frazer’s PausarUas, passim. 
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w^ieh co{Hes, 8m!k.ll as they are, ailfl governed by cer&in con- 
ventions whujh require to i>e carefully considered, often serve 
to identify existing works of art, or give us useful informa- 
Jbiotf as to details of such as are lost. Some ard&aeologists, 
especially in recent years, have been disposed to undervalue 
this Source knowledge, the reason being that they are fiot 
well enough acquainted with the grammar of Greek coin-types, 
an<l faU into th8 error, of which I have more than once spoken, 
of comparing the copy directly with the origiiSKl without ab- 
stracting the modifications which the copyist would as a matter 
of style be certain to make. 

It is a noteworthy fact that here, at tl^e very end of the his- 
tory of Greek art, we come again to the same phenomena which 
impressedms in dealing with its oifigiq. Here again it is not 
a transfen pt which the artist makes of the building or the 
st^ue which he would copy, but a translation baseds on an 
impression in the nifemory. As to fact, he is careless ; he will 
reduce the number of pillars in a temple, or if he has a reason, 
alter its form ; he will open it out in front to sIBdw the statue 
within; he will give us what he thinks impoitant, an(| not >%hat^ 
'^he thinks unimportant. In the same way he will modify the 
pose of a statue freely, or rai^ the hand to display the attri* 
bute ; he will not be exact, but he will freely represent what 
setm ^ him'^the leading features of the work. With this 
curious point of contact between archaic and Roman Greece 
we may fittingly conclude 



INDEX 


Accumulation of beauty, 99. 
Achilles, 190, 215. 

Aeginetan pedin^ts, 81 , i)2. 
Aeschylus, 237 ; Persae of, 123. 
Alexander the (h*eat, 113, 147. 
Alexandria, 

Alliance coins, 

Allusion, 133. 

Amphiaraus’ departure, Ot. 
Anthropomorphism, 103, 106. 
Antigone, 235. 

Apelles, 24. 

Apollodorns, 144. 

Archeri^us, 78. 

Argonauts, 130. 

Aristotle on art, 19. 

Asia on vase, 123. 

Athena, birth of. 110 ; contest of, 
Poseidon, 117.* 

Athenian dedications, 44. 
Afffletic ar?, 18, iJ7. 

Attributes of deities, 100. 

Bacchylides, 231. 

Balance in vases, 169. 

Beard, treatment of, 73. 

Beauty, of race, 97, 99. 
Black-figured ware, 154. 

Boutmy, E., 28, 38. 

BHseis, 215. 

Bronze sculpture, 76. 

Brticke, £., 99. 

Brygus, ^7.^ 

Butcher, 8. 19., 20. 

Gatagrapha, 129. 

Celia, 31. 

Chio^ school of, 78. 

Chittm, 45, 50. 

Chlamy^ 45, 52. 

Ghoisy I A*, 28j 8^ ^ 


Chorus scheme, 11^. 

Cimon of Cleonae, 127-129. 

Clearchus, 76. 

Cliton, 17. 

Coins, 254. 

Colouring of temples, 37; of sculp- 
ture, 92 ; of tablets, 140. 
Contamination, 198. 

Cyclops, 224. 

Cypria, 245, 250. 

Damareteion, 259. 

Dancing, 21 . 

Decoration of vases, 104. 

Decorative *yt, 79. ^ • 

Delpiiic dedication, 122. . 

Denncker, 20. 

Diadumenus, 05. 

Dion, 259. 

Dii)oenus, 75. 

DiscoboljiLS, 23, 01. 

Doric dress, 45. 

Doryphorus, 22, 09. 

»Drama, Greek, 20. 

Drapery, 63. 

Etdecticism, 99. 

Epic, the, and vase-paintings, 211. 
Ethos, 24. 

Eum^s, 127-128. 

Eumenides, 237. 

Euripides, 239, 245. 

Eye, treatment of, 71. 

Forms of vases, 160. 

Frieze, the, 87. 

Frontality, law of, 56. 

(Generic. tlie,4.4. ^ 

Geometric w8re, 153. 

I Geryon on vaae^ W. 



IKBEX 


Vmi 

W. H., 40.* 

• Gra Jty, line of^lTl. 

Guillaume» E., 23. 

Hai^%reatment of, 72. 
HanSnered work, 76. 

Harpy Tomb, 43. 

Head^form of, 68. 

Hellap, on vase, yS. • 
tleraklea, echoes of, 183 
Hiero, 167, lil3. 216^7. 

I Hinticyi, 45, 49. 

Homeland vase-paintingc 
Horror vactti, 63, l(i6. 
a Hymns, Homeric, 2JIS^ 

Idealism, Sl 
I Iliads |lie, 245. 

• Indiviaualism, 14. * 

Inlays, 75. 

Ionic dress, 4S. 

Iphigenei^. sacrifice of, 147. 
Iphigeneia ifi Tauris, 239. 
Isodbphalism, 91, 

‘ Ism, battle of. 147. 

Karaareis ware, 153. 

^Krater, 160. 

Kypseltts, chest of, 75. 

•Lange, A., 59, 143, 148 
Locality, representation of, 202. 
Lowy, E., 66, 62. 

Lucian, 27. 

Lyric poetry and jases, 230. 
Lyilcrat^, monument of, 91, 228. 
Lysippus, 67. 

Marble sculpture, 77. 

Mausoleum frieze, 89. 

Medela, 236. 

Mogaron, 30. 

Messenger scheme, 192. 

Metope, the, 86, 93. 

Micon, 24, 133^ 137^ 139, 143. 
Mlinetio art, 20. 
g M 3 rceiiaean age, 4. 

' • Mycenaean vastt, 153. 

• Myron, 23, 61. 

Myth a«d paintings IM., ^ 


Nanation, continuons, 204. 
Naturalism, 11. 

Naxian statue, 59. 

Nereidb, 141. 

Nike of Delos, 61. 

Niobidae, 136. 

Odyssey and vases, 224. 

Oedipus, 201. 

Oenochoe, 160. 

Olympian pediments, 82, 83. 

Orestes at Delphi, 237. 

Paris, judgment of,'%4. 

ParrhasiuB, 17. 

Parthenon, the, 31; frieze of, 89, 121; 

metopes, 118; pedlknents, 116. 
Pathos, 26. • 

Pediment, llie, 81, 84. 

Penrose, F. C., 38. 

Persae vase, 123. 

Personifil^atious of locality, 202. 
Perspective, 132. 

Persi>eetive on vases, 178, 194^ 
Pheidias, 24. 

Plato on art, 18. 

Pliny on painting, 127. 

Poetics of Aristotle, 19. 

Polycleitus, 22, 24, (i5f 69. 

Polygnotus, 24, 127, 131-43. 

Pompeian paintings, 241. 
Portrait-sculpture, 101. 

Praxiteles, 24, 26, 67, 69. 
Preraphaelites, 13. 

Proportion, 33. 

Realism, 11. 

Red-figured ware, 156. 

Bhligious art, 103. 

Reliraon, civic, 109f4fl(2 ; strata in, 169. 
'Rheras, horses of, 221. 

Rhoecus, 76. 

Rhythm, 23, 33. 

Robert, G., 189, 207. 

Sarcophagi, 242. 

Sarcophagus of Simm, 94, 113. 
Schemes, use of, 182. 

SIdpas, 24, 26.# 

ScyUis, 75. 

Ra^na, gmtopeBofiiiO.. 



INDEX 


Sirens, 

Socrateron art, VL 
Sophoeles, 245, 250. 

Spacial relations, 80, 105. 

Statons on coins, 204. 

Stesichorust^ao. 

Subjects of the epic, 212. 
Symbolism, Oriental, 105. 
l^yHimetry, 22 ; in vases, 169. 

# 

Tarentine vases, 159, 197, 235. 
Tecjtonic principles, 109. 

Telecles, 57. 

Tenean Apollo, 0^ 

Themis, 252. 

Tbeodorus, 57, 76. 

Theseus and Ami^itrite, 139, 231. 


Timanth^, 147^ 

Time, representation of, 204. 
Trf^ition, artistic, 219. 
Trifgedy and vases, 232. 
Triptolemns, 195. 

Triton carrying Theseus, 142. 
Trysa, tomb of; 138. 

Types of deities, 108. 

^7eil, the,^il. a a_a 
Vinci, Leonardo da, 22^ 

Wax process, 76. • 
White-ground ware, 158. 
Women in sculpture, 101. 
Wooden sculpture, 75. 

Zeuxis, 24. 





